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ABSTRACT
In  th e  second h a l f  o f  th e  e ig h te e n th  c en tu ry  a f lo u r is h in g  
o f  chamber m usic com position  by n a tiv e  S pan ia rd s  o ccu rred  in  S p a in . 
T h e ir  m u sica l a c t i v i t i e s  and com positions were th e  s u b je c t o f t h i s  
s tu d y . The p o l i t i c a l  h is to r y  of Spain  had a g r e a t  b e a rin g  on 
s e v e ra l  a sp e c ts  o f S panish  m u sic . T h e re fo re , a b r ie f  p o r t r a i t  o f 
th e  h is to r y  o f  Spain from 1700 ( th e  e s ta b lish m e n t o f  th e  Bourbon 
monarchy) to  1809 ( th e  e n try  o f N apo leon 's  tro o p s  in to  M adrid) i s  
p re s e n te d .
From th e  e a r ly  e ig h te e n th  c e n tu ry , th e  I t a l i a n  w ives o f 
th e  Bourbon monarchs had been in f l u e n t i a l  in  b rin g in g  la rg e  
numbers o f I t a l i a n  m u sic ian s  and composers in to  S p a in . An 
im portan t d iv e rs io n  o f Spanish  n o b i l i ty  became I t a l i a n  o p e ra ; 
sac red  m usic a lso  came under s tro n g  I t a l i a n  in f lu e n c e . Three 
famous I t a l i a n s  who sp en t most o f t h e i r  p ro fe s s io n a l  l i f e  in  Spain 
were C arlo  B rosch i F a r i n e l l i ,  Domenico S c a r l a t t i ,  and L u ig i 
B o c c h e rin i. D iscu ssio n  i s  p re se n te d  o f th e  g e n e ra l p resen ce  o f 
I t a l i a n  m usic ian s  in  S p a in .
A few Spanish  noblemen became in te r e s te d  in  chamber m usic 
c a .  1750, and by 1760, in  Madrid and a few o th e r  c i t i e s ,  th e  p e r ­
formance o f  chamber m usic became a d iv e rs io n  o f th e  upper c l a s s .  
Both I t a l i a n s  and S pan iards were engaged in  i t s  com position  and 
p erfo rm ance. E s p e c ia lly  popu lar was th e  m usic o f Haydn; b u t th e
x i
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m usic o f o th e r  C la s s ic a l  P erio d  composers was a lso  perform ed.
C irca  1750 th e  f i r s t  known chamber music com position by a 
n a tiv e  S pan iard  was w r i t t e n ,  and between th a t  d a te  and 1800 some 
t h i r t y - f i v e  S pan ia rd s  composed q u a n t i t ie s  o f chamber m usic . The 
p r in c ip a l  c a te g o r ie s  were: so lo  so n a ta s , t r i o  so n a ta s , d u e ts  fo r
t r e b le  in s tru m e n ts , and s t r in g  q u a r te t s .  The s ig n if ic a n t  composers 
were Manual C an a le s , Jose^ H errando, F ran c isco  M analt, Juan O liv e r y 
A sto rg a , the  b ro th e rs  Ju an , J o s e ,  and Manuel P la , Antonio S o le r ,  
Antonio Ximenez, and N ico la s  Ximenez. These men were a ls o  a c t iv e  
perform ing m u s ic ia n s .
Only a p a u c ity  o f com position  by th e  Spanish composers i s  
in  tw e n tie th -c e n tu ry  e d i t io n s ;  th e  rem ainder a re  e i th e r  in  m anuscrip t 
form o r in  t h e i r  o r ig in a l  e ig h te e n th -c e n tu ry  e d i t io n .  Much of the  
music was p u b lish ed  o u ts id e  S p a in , in  England, I t a l y ,  and F ran ce .
P a r t o f the  o r ig in a l  r e p e r to i r e  i s  l o s t  because Spanish re p o s i­
t o r i e s  have been d e s tro y e d , th e  in e v i ta b le  r e s u l t  o f the  many wars 
Spain  has endured .
A com prehensive d e s c r ip t io n  and d e f in i t io n  o f the  c la s s i c a l  
s ty le  i s  p re s e n te d , b rin g in g  in to  account a s  many c h a r a c te r i s t i c s  
o f m usic as i s  p r a c t i c a l .  T h is  s tan d a rd  i s  then  used as a 
b a s is  o f  com parison fo r  th e  m usic by th e  S p an ia rd s , an a ly se s  o f 
s e v e ra l com positions by n in e  d i f f e r e n t  composers a re  g iv en , and the  
m usic shows a c lo se  adherence tc  th e  p re v a il in g  s ty le  o f the  
C la s s ic a l  P e r io d . In  some c a s e s , th e  music e x h ib i ts  a m ix tu re  of 
baroque and c l a s s i c a l  c h a r a c t e r i s t i c s  and a few unique s ty le -
x i i
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t r a i t s  a re  a lso  observed  in  th e  m usic o f some composers* N a tio n ­
a l i s t i c  te n d en c ie s  in  the  m usic , i . e . ,  Spanish  rhythm s, g u i ta r  
e f f e c t s ,  and o th e r  d ev ices  a s s o c ia te d  w ith  Spanish  m usic appear 
sp arin g ly *  The p re v a il in g  c h a r a c te r i s t i c s  in  t h i s  music a re  no t 
s u f f i c i e n t ly  c o n s is te n t  to  w arran t c a l l in g  th e se  composers a 
"Spanish  school j t  com position" unique and d i f f e r e n t  from o th e r  
c o u n tr ie s*  N o n e th e le ss , th e  music i s  co m p o sitio n a lly  in te r e s t in g  
and p le a s a n t to  hear*
An appendix  i s  inc luded  g iv in g  th e  names o f a l l  the  known 
Spanish chamber m usic com posers, th e  names o f t h e i r  known w orks, 
and , where p o s s ib le ,  p re sen t-d ay  lo c a t io n s  o f th e  music*
For v i o l i n i s t s ,  th e  s k i l l s  re q u ire d  to  perform  t h i s  m usic 
range from minimal to  a very  advanced technique* Much o f the  
r e p e r to i r e  would make s u i ta b le  m a te r ia l  fo r  advanced s tu d en t 
v io l in i s t s *  The tech n iq u e  g e n e ra lly  demanded i s  m odera te , and 
the  works them selves a re  g ra t i f y in g  to  perform*
x i i i
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CHAPTER I
POLITICAL AND HISTORICAL BACKGROUND 
OF EIGHTEENTH-CENTURY SPAIN
The o b je c t iv e  o f t h i s  re s e a rc h  p r o je c t  was to  p re se n t a 
d is c u s s io n  o f e ig h te e n th -c e n tu ry  Spanish  chamber m u sic . C onsider­
ing th a t  the  p o l i t i c a l  and socio-econom ic c lim a te  o f Spain during  
th a t  c en tu ry  had a d i r e c t  b e a rin g  on m usic in  S p a in , a b r i e f  p o r­
t r a i t  of Spanish  h is to r y  i s  n ecessa ry  in  o rd e r to  b e t t e r  u n d erstand  
i t s  m usic .
W ith the  advent o f P h i l l ip e  de Bourbon [ P h i l l ip e  o f A njou], 
grandson of Louis XIV o f F ran c e , to  th e  Spanish  th ro n e  in  
1700, Spain experienced  more th an  th e  tu rn  o f a c e n tu ry .
The power and p r e s t ig e  o f th e  n a tio n  th a t  had reconquered  
i t s  home from th e  M oors, had co lo n ized  A m erica, and had 
h e ld  European hegemony, was f r i t t e r e d  away by th e  l a s t  of 
th e  Spanish  Habsburgs through e x h au s tiv e  fo re ig n  wars and 
dom estic m isgover/'m ent. The Bourbons brought to  Spain 
what i t  p o ss ib ly  needed m ost, p e rso n a l a t t e n t io n .  The 
th re e  k in g s  who ru le d  in  th e  n ex t e ig h ty -e ig h t  y e a r s ,
P h i l l i p e ,  who ascended th e  S panish  th ro n e  as P h i l ip  V, and 
h is  two so n s , Fernando VI and C arlo s  I I I ,  were moved by a 
s in c e re  d e s ir e  to  improve t h e i r  c o u n try . Under them i t  
made rem arkable m oral and m a te r ia l  p ro g re s s . I t s  popu la­
t io n  in c re a se d , i t  ag a in  showed s ig n s  o f p r o s p e r i ty ,  i t s  
c o lo n ia l  em pire re c e iv e d  much needed re fo rm , and b e fo re  th e  
end of th e  cen tu ry  i t  once more had w eight in  in te r n a t io n a l  
a f f a i r s . 1
Thus does th e  h i s to r i a n  R ichard  H err p ro v id e  a co n c ise  o v e r­
view of the  s ig n i f ic a n t  changes th a t  o ccu rred  in  Spain in  th e
R ichard  H err, The E ig h teen th -C en tu ry  R ev o lu tio n  in  Spain 
(P rin c e to n : P rin ce to n  U n iv e rs ity  P re s s ,  1958), p . 11 ( h e re a f te r
c i t e d  as  H e rr , S pain ) .
1
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e ig h te e n th  c e n tu ry . Throughout much o f the  sev e n te en th  c e n tu ry ,
th e  European powers had g iv en  t h e i r  d au g h ters  in  m a rr ia g e s , had
made a l l i a n c e s ,  and had engaged in  w ars of su ccess io n  in  hopes o f
w re s tin g  th e  Span ish  crown from th e  H absburgs. W ith no Habsburg
h e i r  to  c la im  th e  th ro n e  upon th e  d e a th  o f  th e  Span ish  King C h arles
I I ,  th e  Bourbon c la im a n t, P h i l l ip e  o f  A njou, g randson  o f L ouis XIV
of F ran ce , was ready  to  be made k in g . In  December o f  1700,
P h i l l ip e  o f  Anjou was crowned F e l ip e  V (P h i l ip  V ), King o f  S p a in .
The French B ourbons, who had long  coveted  th e  S pan ish  th ro n e , had
now r e a l iz e d  one o f th e  g o a ls  o f t h e i r  fo re ig n  p o l ic y .
P h i l ip  was sev en teen  a t  th e  tim e o f h i s  c o ro n a tio n . He
le fu  F rance  f o r  S p a in , ta k in g  w ith  him se v e ra l p e rso n a l F rench
a d v iso rs  and h i s  f a t h e r 's  adm onition  " to  be a good S p a n ia rd , but
2
never to  fo rg e t  h i s  F rench  b i r t h . "  F ran c e , which p re v io u s ly  had 
l i t t l e  r e p r e s e n ta t io n  in  S p a in , now g a in ed  g re a t  in f lu e n c e  th e r e .
P h i l i p 's  g e n e ra l n a tu re  and d is p o s i t io n  i s  o f some h i s t o r ­
ic a l  s ig n i f ic a n c e .  He was a man o f weak w i l l ,  g iv en  to  f i t s  o f 
d e p re ss io n , and e a s i ly  in flu en c ed  by h is  a d v is o r s .  H is m arriag e  in  
1702 to  an I t a l i a n  p r in c e s s ,  M aria-L ouisa  o f  Savoy, opened the  way
3
to  I t a l i a n  in f lu e n c e  a t  th e  Span ish  c o u r t .  In  1714 M aria-L ou isa  
d ied  and P h i l ip  soon m arried  an o th er I t a l i a n  p r in c e s s ,  I s a b e l  F a r -  
n e s io  (E liz a b e th  F a rn ese ) o f Savoy, a woman o f s tro n g  w i l l  and g re a t
2
H arold L iverm ore, A H is to ry  o f  Spain  (New York: Grove
P re s s ,  I n c . ,  1958), p p . 319-20 ( h e r e a f te r  c i t e d  as  L iverm ore, 
S pa in ) .
3
L iverm ore, S p a in , p p . 325-26 .
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am bition» C o rre c tly  e v a lu a tin g  P h i l i p 's  c h a r a c te r ,  E l iz a b e th  a r r iv e d  
in  S pa in  p rep a red  to  be i t s  queen and a b so lu te  ru le r»
D uring P h i l i p 's  f i t s  o f m elancho ly , which sometimes la s te d  
fo r  d ay s , no o n e , n o t even h i s  m in i s t e r s ,  was p e rm itte d  to  see  him» 
Thus, E l iz a b e th 's  power and in f lu e n c e  in c re a se d  a t  th e  S panish  c o u r t ,  
and more I t a l i a n s  were adm itted  in to  o f f i c i a l  p o s it io n s »
Throughout f o r ty  y e a rs  o f P h i l i p 's  f o r ty - s ix  y ear r e ig n ,
Spain  was invo lved  in  wars w ith  c la im a n ts  to  th e  S pan ish  crown who 
had s te a d f a s t ly  re fu s e d  to  accep t th e  Bourbons a s  th e  r i g h t f u l  h e i r s  
to  th e  S pan ish  monarchy» These w ars d e p le te d  th e  c o u n try 's  f in a n c ia l  
re so u rc e s  and fanned a d is c o n te n t among some e lem en ts  o f th e  Spanish  
p o p u la tio n  ^ o  f e l t  th a t  P h i l ip  was more concerned  w ith  p re se rv in g  
h i s  crown th an  w ith  so lv in g  in te r n a l  problem s» T h is  n a tiv e  d isco n ­
te n t  was ag g rav a ted  by th e  p resence  o f so many fo re ig n  m in is te r s — 
I t a l i a n  and F rench—a t  th e  Spanish  c o u rt»  I r o n i c a l ly ,  d e s p ite  h is  
concern  to  p re se rv e  h i s  th ro n e , P h i l ip  d id  show g re a t  concern  fo r  
S pain  and th e  Spanish  p e o p le , which was in  sharp c o n tr a s t  w ith  the 
decadent H absburgs who had allow ed S pain  to  s l ip  to  a low ebb , 
e co n o m ica lly , p o l i t i c a l l y ,  and s o c i a l l y .  He chose fo r  im portan t 
p o s ts  cap ab le  S p an ia rd s  who e f f e c te d  many in te r n a l  changes in  S pa in ,
changes which in  some in s ta n c e s  le d  to  renewed i n t e r e s t  in  th e
4
S panish  i o r i t a g e  i t s e l f »
The Royal Academy of Language and th e  Royal Academy of H is to ry  
were founded in  1738, and th e  Royal Academy o f Noble A rts  was
T e r e s i ta  E sp in o sa , " S e le c te d  U npublished V il la n c ic n s  of Padre 
F ray  A ntonio S o le r  w ith  R eference  to  th e  C u ltu ra l  H is to ry  of 
E ig h teen th -C en tu ry  Spain" (Ph.D . d i s s e r t a t i o n .  U n iv e rs ity  o f Southern  
C a l i f o r n ia ,  1969), p .  17 ( h e r e a f te r  c i t e d  a s  E sp in o sa , " S o le r " ) .
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i n s t i t u t e d  in  1744. Under governm ent a u sp ic e s , o th e r  o rg a n iz a tio n s
were e s ta b l is h e d  fo r  th e  s p e c if ic  purpose of re k in d lin g  in t e r e s t  in
n a t iv e  S pan ish  c r a f t s ,  a r t ,  m u sic , e t c .^
P h i l ip  d ied  of apoplexy in  1746 and was succeeded by h is
fo u r th  and e ld e s t  su rv iv in g  son from  h is  f i r s t  m arriage  to  M aria-
L o u isa , F erd inand  VI ( r e ig n e d , 1746-1759). He had been P rin ce  of
A s tu r ia s ,  and in  1729 had m arried  B arbara  o f B raganza, daughter of
Jao V, King o f  P o r tu g a l .^
H is b e l l ic o s e  step -m other [E liz a b e th ]  had k ep t him in  the  
background during  h i s  [F e rd in a n d 's ]  l i f e t im e ,  and Ferd inand  
d e s ire d  on ly  harmony. He and h i s  w ife  were u n ite d  and 
c h i ld le s s :  T h e ir ^ n g l e  p a s s io n  was m usic and t h e i r  f a v o r i te
s in g e r ,  F a r i n e l l i .
(The co m p o se r-h a rp s ich o rd is t Domenico S c a r l a t t i  was music te a c h e r
to  B arbara  o f B raganza, and he accompanied h e r to  Spain  from P o rtu g al
[se e  C hapter I I ,  p .  1 9 ] ) .
F e rd in an d , l ik e  h i s  f a th e r ,  was a shy , r e t i r i n g  man a lso  prone
to  d ep ressed  s t a t e s .  He d id  f o s t e r  a p o lic y  of peace and r e s i s t e d
e n ta n g lin g  a l l i a n c e s .  Under F erd in an d , Spain con tinued  to  p la c e  i t s
in te r n a l  a f f a i r s  ir. b a t t e r  o rd e r .  Although no t a p a r t i c u la r ly  g i f t e d
le a d e r ,  he chose ab le  m in is te r s  who made n a tio n a l recovery  th e i r
prim ary  co n ce rn . M ining, commerce, and a g r ic u l tu re  a l l  p ro g ressed
under t h e i r  g u id an ce . A lso , fo re ig n  a r t i s t s  and m usic ians were
^L iverm ore, S p a in , p .  333.
^Note th a t  th e  re ig n  of F erd inand  VI c o in c id e s  w ith  th e  
beg inn ing  of the  tim e p e rio d  covered  in  t h i s  re s e a rc h  p r o je c t ,  i . e . ,  
c a .  1750*
^L iverm ore, S p a in , p .  332.
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g
adm itted  in to  Spain  in  la rg e  num bers.
Upon th e  d ea th  o f  h is  w ife B arbara in  1758, F erd inand  
lapsed  in to  a s t a t e  o f m elancholy . He d ied  te n  months l a t e r ,  never 
having re g a in ed  h is  se lf-co m p o su re . The seeds o f  refo rm  p la n te d  
during  h i s  re ig n  would b ear f r u i t  under h is  su ccesso r and h a l f -  
b ro th e r ,  C arlo s  111.
C arlo s  I I I  ( r e ig n e d , 1759-88) was th e  e ld e s t  son of E l iz a ­
b e th  F a rn e se . He had been Duke o f Parma and King o f  N aples and was 
m arried  to  M aria-A m alia o f  Saxony. C a rlo s  and h is  queen had s ix  
c h i ld re n ,  th e  second of whom would succeed him a s  k in g . S ince  he 
had l iv e d  o u ts id e  S p a in , away from th e  in f lu e n c e  o f th e  Spanish  
c o u r t ,  C arlo s  b rought w ith  him , upon h i s  c o ro n a tio n , a f r e s h  o u t­
lo o k . H is p o s i t io n  as  King o f N aples had g iv en  him ex p erien ce  in  
government and knowledge o f p o l i t i c a l  a f f a i r s ,  and h i s  exposure to
th e  I t a l i a n  people  had g iv en  him a broad h e r i ta g e  from which to  
9
draw.
In  C arlo s  I I I ,  Spain  was to  have i t s  most re sp le n d e n t r u le r  
o f th e  c e n tu ry . Though n o t a p a r t i c u la r ly  handsome man, he was a 
person  of p o ise  w ith  a f r ie n d ly  dem eanor. Having become k in g  a t  the  
r e l a t i v e ly  l a t e  age o f f o r ty - th r e e ,  he p o ssessed  th e  n e ce ssa ry  m atu­
r i t y  t o . r u l e  w is e ly . C arlo s  was t o t a l l y  d e d ica te d  to  th e  a f f a i r s  of 
government and to  the  improvement o f  l i f e  fo r  th e  S panish  p e o p le . 
Taxes were l ig h te n e d , in d u s try  was s tre n g th e n e d , new ro ad s were
g
E sp in o sa , " S o le r ,"  p .  17.
9L iverm ore, S p a in , p .  336.
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b u i l t ,  and governm ental ag enc ies were im proved. In  s h o r t ,  C arlos 
I I I  brought about v a s t  reform s bad ly  needed in  S p a in .
M aria-Am alia d ied  only  a y ear a f t e r  C a r lo s ' a cce ss io n  to  
the  th ro n e . He never rem arried  n o r seemed to  tak e  i n t e r e s t  in  o th e r  
women. The S pan ish  c o u r t r e f l e c te d  C a r lo s ' h igh  m oral s ta n d a rd s , 
s tan d a rd s  o f which h is  countrymen were aware and fo r  which they  
re sp e c te d  him .^^
C arlo s  c a r r ie d  o u t th e  a f f a i r s  o f s t a t e  in  much th e  same way 
he handled  h is  p e rso n a l l i f e ,  a lm ost to  the  p o in t o f com pulsion.
H is d a i ly  h a b i ts  were e n t i r e ly  p r e d ic ta b le ,  beg inn ing  each morning 
w ith  a hunt a t  approx im ately  6 :00  a .m ., r e g a rd le s s  o f w eather con­
d i t i o n s .  The r e s t  o f th e  d a ily  schedule  was fo llow ed  p u n c tu a lly . 
U nlike h is  p re d e c e sso r , he d id  n o t ca re  fo r  e le g a n t a f f a i r s ,  such 
as b an q u e ts , d an ces , o r c o n c e r ts ;  he p re fe r re d  s im p ler d iv e rs io n s .
He d id ,  how ever, encourage h is  son and su c c e sso r , C arlo s  IV, to
12become in te r e s te d  in  th e  a r t s ,  in  dancing , and in  m usic .
As a refo rm er o f  dom estic government and p o l i t i c s ,  C arlos
a ttem pted  a number o f r a d ic a l  changes. Among h is  prim ary concerns
was to  weaken th e  s tre n g th  of th e  papacy in  S p a in , which he f e l t
had too  much in f lu e n c e  on the  governm ent. By v a r io u s  means he
13succeeded in  making th e  crown more pow erful th an  th e  chu rch .
^^E sp inosa, " S o le r ,"  p p . 18-19.
^^Antonio F e r re r  d e l R io , H is to r ia  d e l re in a d o  de C arlo s  I I I  
en E spaça , 4 v o ls -  (M adrid: M atute y Compagnie, 1856), 2 :2 5 5 ff .
( h e r e a f te r  c i t e d  as F e r re r  d e l R io , C arlo s  I I I ) .
^ ^ F errc r d e l R io , C arlo s  I I I , 2 :257 .
^^F erre r d e l R io , C arlo s  I I I .  2 :3 8 5 .
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He was a lso  in te r e s te d  in  le a rn in g  and sc ie n c e  and he a id ed  i n s t i ­
tu t io n s  th a t  would spread  new id e a s  to  th e  people* U n iv e r s i t ie s  
were reo rg a n iz ed  and The S o c ie ty  o f F r ie n d s  and th e  S o c ie ty  o f th e  
P ress  were form ed. The l a t t e r  two groups were g ra n te d  p e rm is s io n , 
by ro y a l p r iv i le g e ,  to  m eet and d is c u s s  s c ie n c e , p o l i t i c s ,  and 
m athem atics* By th e  e d ic t  o f th e  C ouncil o f  C a s t i l l e  in  1770,
14u n iv e r s i ty  c u r r ic u la  were re v is e d  and new tex tb o o k s  were adopted*
On m a tte rs  touch ing  more im m ediately th e  d ay -to -d ay  l i f e  
of h is  s u b je c ts ,  C arlo s  t r i e d  to  narrow  the  gap between th e  v e ry  
r i c h  and th e  very  poor* He p ro v id ed  jo b s  fo r  beggars and vagabonds, 
in  some c ase s  by p la c in g  them in  th e  army and navy; church  o f f i c i a l s  
were a lso  o rd ered  to  f in d  work fo r  th e  poor* The s ic k  and aged 
were p u t in to  h o s p i ta ls  o r  homes where they  cou ld  be ca red  fo r  
p ro p erly * ^^
The re ig n  o f C arlo s  I I I  was by f a r  th e  most p ro g re s s iv e  and 
s ta b le  o f any e ig h te e n th -c e n tu ry  Span ish  monarch* H is reform s 
b rought renewed p r id e  to  th e  crown and to  th e  Spanish  people* Had 
he had a com petent su c c e sso r , C a r lo s ' p ro g re s s iv e  id e a s  cou ld  have 
con tin u ed  to  serve  Spain  w e l l ,  bu t u n fo r tu n a te ly ,  such was n o t to  
be th e  case* C arlo s  I I I  d ied  in  1783 and was succeeded by h is  son , 
C a rlo s  IV*
C arlo s  IV ( re ig n e d , 1788-1808) was born  in  F o r t i c i ,  I t a l y ,  
and went to  M adrid in  1759,when h i s  f a th e r  c la im ed  th e  Spanish  throne*
14E sp in o sa , " S o le r ,"  p* 23* 
^^H err, S p a in , p* 3 4 .
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In  c o n t r a s t  to  h is  f a th e r ,  C a rlo s  IV was a p a s ty - fa c e d , 
stocky  and weak c h a ra c te r  who found h im se lf Incapable  
o f m a in ta in in g  h is  f a t h e r 's  re fo rm s. To h is  dism ay, 
h is  c o u r t  became in c re a s in g ly  le s s  re le v a n t  to  th e  needs 
o f  h i s  p e o p le . °
In  1765 he was m arried  to  M aria-L ouisa o f Parma, who dom inated him 
com pletely  th roughou t t h e i r  m a rr ia g e . I t  I s  re p o rte d  th a t  he 
le a rn ed  l i t t l e  S p an ish , and spoke only  h is  n a tiv e  tongue, I t a l i a n .  
H is l e t t e r  o f a b d ic a tio n  In  1808 was w r i t te n  In  Spanish  w ith  a t r o ­
c io u s  s p e l l in g  and g r a m m a r . C a r l o s  IV d id  not  have th e  p ro p e r
18tr a in in g  o r  background to  p rep a re  him to  become King of S p a in .
As th e  P r in ce  o f A s tu r ia s ,  th e  h e ir  to  th e  th ro n e  had 
seldom been Included  In  s t a t e  a f f a i r s  by h is  f a th e r ,  
and a p p a re n tly  h i s  ed u ca tio n  In  p o l i t i c s  and economics 
d id  n o t equ ip  him to  lead  th e  c o u n try . C ontact w ith  
h i s  f a th e r  had been lim ite d  to  th e  d a l ly  h u n ts .
In a p p ro p r ia te  o ccas io n s  fo r  th e  d iscu ss io n  o f a f f a i r s
o f th e  re a lm . 19
A fte r  h i s  a cce ss io n  to  th e  th rone  In 1788, p o l i t i c a l  and 
s o c ia l  c o n d itio n s  d e te r io ra te d  In  S pain ; C arlo s was l i t t l e  more than  
a puppet k in g . M arla-L oulsa  k ep t a c o r t e lo . o r male e s c o r t ,  as was 
th e  custom o f th e  Spanish  n o b i l i ty ;  h is  fu n c tio n  was to  e s c o r t  th e  
queen whenever th e  k in g  could n o t be p re s e n t .  M a ria 's  cot>.ejo was
A lice  Bunzl B elg ray , "Gaetano B ru n e tt i :  An E x p lo ra to ry
B lo -b ib llo g ra p h lc a l Study" (Ph.D . d i s s e r t a t i o n .  U n iv e rs ity  o f M ich igan , 
1970), p .  20 ( h e r e a f te r  c i te d  as  B elg ray , " B ru n e t t i" ) .
^ ^ In te rv iew  w ith  Jose  S u b ira  by A lice  B elgray In B e lg ray , 
" B r u n e t t i ,"  p .  20.
18C arlo s  IV was an am ateur m usic ian  and a f a i r l y  good v io ­
l i n i s t .  He k ep t company w ith  se v e ra l famous m u s ic ian s . See C hapter 
I I I ,  p .  36*
19B e lg ray , " B r u n e t t i ,"  p .  22.
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Manuel Godoy (1767-1851), a man who g a ined  fav o r w ith  th e  k in g  and
who was app o in ted  to  se v e ra l e le v a te d  m in is te r ia l  p o s i t io n s .  The
r e la t io n s h ip  between th e  queen and Godoy, however, became more
in t im a te .  M aria-L ouisa  made no e f f o r t  to  h ide  h e r open a f f a i r  w ith
Godoy, a f a c t  which caused th e  people  to  lo se  re s p e c t  fo r  t h e i r
• 20k in g , whom th ey  viewed on ly  as a cuckolded f o o l .
The French R evo lu tion  (1789-1792) and the  f a l l  o f th e  French 
Bourbon monarchy c re a te d  a sharp  d iv is io n  in  Spain between th o se  
m in is te r s  who re ta in e d  an unwavering lo y a l ty  to  the  Bourbon p re ­
te n d e r in  F rance  w hile  b l in d ly  f a i l i n g  to  reco g n ize  th e  F rench 
R epublic  and th o se  m in is te r s  who reco g n ized  the p o te n t ia l  menace to
Spain  o f a F rance in  th e  hands o f N apoleon. The l a t t e r  fav o red  coming
21to  term s w ith  th e  French R epublic  and i t s  r i s in g  le a d e r .
Through Godoy, C arlo s a ttem p ted  to  m a in ta in  a p o lic y  o f neu­
t r a l i t y  during  the  N apoleonic co n q u ests ; in  t h i s  e f f o r t  he f a i l e d  
co m p le te ly . Napoleon d isp a tch ed  tro o p s  to  S pain , and , by th e  T rea ty  
o f Bayonne, 1808, C arlo s  IV was to  be g iv en  the  sm all kingdom of 
E t r u r i a ,  and th e  Spanish  crown was to  be awarded to  N apo leon 's  
b ro th e r ,  Jo sep h . However, C arlo s  im m ediately ab d ica ted  in  fav o r of 
h i s  son , F erd inand  V II, who was adored by th e  Spanish  p e o p le . R io ts  
and d is o rd e r  sp read  throughout Spain as  p ro-F rench  and a n ti-F re n c h  
f a c t io n s  fought o p en ly . F in a l ly ,  in  the  l a t t e r  p a r t  o f 1808, 
N apo leon 's  tro o p s  e n te red  Madrid and the  Bourbon r u le  in  Spain was 
brought to  an end , a t  l e a s t  fo r  th e  moment.
20B elg ray , " B ru n e t t i ,"  pp . 2 2 ff .
21L iverm ore, S p a in , pp . 3 4 8 ff .
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I f  h is to ry  has been generous to  C h arles  I I I ,  i t  has 
been h a rsh  to  h i s  son . C h a r le s ' temperament in c lin e d  
tow ards th e  easy -g o in g  p a c if ism  o f h is  u n c le , Ferd inand
V I. A man o f sim ple p ie ty ,  he found h im se lf d iv id ed  
from the  t r a d i t i o n s  o f h is  s u b je c ts  by the  re g a lism  of 
h is  house and h i s  f a t h e r 's  X en o p h ilia .2 2
The Bourbon r u le  in  Spain  had la s te d  approx im ately  one 
cen tu ry  (1700-1808), during  which tim e i t  b rought about many 
im provem ents. The house o f Bourbon, however, was in cap ab le  of 
so lv in g  a l l  th e  c o u n try 's  p rob lem s.
22L iverm ore, S p a in , p .  350
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CHAPTER I I  
THE ITALIAN PRESENCE IN SPAIN
The h is to r y  of  e ig h te e n th -c e n tu ry  Spanish  m usic cannot e a s i ly  
be d iv o rced  from I t a l i a n  m usic h is to r y  because o f th e  n e a r ly  u b iq u i­
to u s  p resence  o f I t a l i a n  m u sic ian s  and composers in  S p a in . T his 
phenomenon can perhaps be understood  in  l ig h t  o f th e  f a c t  th a t  th e re  
were la rg e  numbers o f I t a l i a n s  a t  the  Spanish  c o u r t  th roughout the  
B ourbon 's ru le  (see  C hapter I ) .  Of th e  f iv e  women who were m arried  
to  Bourbon m onarchs, th re e  were o f I t a l i a n  b i r t h .  A ll th re e  s tro n g ly  
encouraged th e  b rin g in g  o f I t a l i a n  m usic ians to  S p a in , and as  e a r ly  
as  1703, P h i l ip  V s  f i r s t  w ife , M aria-L ou isa , a rran g ed  fo r  an I t a l i a n  
opera  company to  perform  in  M adrid. Soon th e r e a f te r  se v e ra l I t a l i a n  
m u sic ian s  and composers were in v ite d  to  come to  S p a in .^  With
P h i l i p 's  subsequent m arriage  to  E liz a b e th  Farnese in  1714, t h i s
2
tre n d  was s tro n g ly  r e in fo r c e d .
The names and p o s i t io n s  h e ld  by sev e ra l o f those  I t a l i a n  
m u sic ian s  have been p re se rv e d ; they  served  in  b o th  s e c u la r  and sac red  
m usic p o s i t io n s .  F e lip e  Falcone ( f l .  c a .  1720-1730) a r r iv e d  in  Spain
^Jose^ S u b l r ^  La M usica en la  casa  de Alba (B arcelona: 
1927), p . 54 ( h e r e a f te r  c i te d  a s  S u b ira , Alba) .
^ G ilb e rt C hase, The Music o f  Spain  (New York: W. W.
N orton , 1941), p . 106 ( h e r e a f te r  c i te d  as  Chase, M usic).
11
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in  1724. The p o s i t io n  he h e ld  th en  i s  unknown, b u t in  1726 he was 
made d i r e c to r  o f I t a l i a n  m u sica l p ro d u c tio n  in  th e  p a la c io  r e a l ,  o r
3
Royal P a la c e , a p o s i t io n  he h e ld  fo r  fo u r y e a r s .  In  1730 he was 
re p la c e d  by an o th er I t a l i a n ,  F ran c isco  C o r s e l l i  ( f l .  c a .  1725-1755), 
and th en  F a lc o n i was appo in ted  m aestro  duple n te  ( a s i s t a n t )  to  
C o r s e l l i .*  Soriano  F u e r te s  commented th a t  th e  p ro te c t io n  and 
p a tro n ag e  a ffo rd e d  th e  I t a l i a n s  by th e  Span ish  c o u r t ( c a .  1730) 
g r e a t ly  o u trag ed  th e  lo c a l  Spanish  m u s ic ia n s .^  T h is  p ro te c t io n  and 
p a tro n ag e  f u r th e r  angered th e  S p an ia rd s  when th e  I t a l i a n s  were a b le  
to  g a in  c o n tro l  o f s e v e ra l  th e a te r s  in  M adrid w ith o u t so much a s  even 
paying r e n t .  Operas were produced th e r e ,  l a v i s h ly ,  w ith  th e  com plete 
support o f th e  crown.*
The d i r e c to r  o f  I t a l i a n  m usical p ro d u c tio n , C o r s e l l i ,  was 
h e ld  in  h ig h e s t  esteem  by th e  e l i t e  o f M adrid s o c ie ty .  C o r s e l l i  was 
e v e n tu a lly  appo in ted  to  o th e r  h igh  m u sica l p o s i t io n s ,  in c lu d in g  
m aestro  da c a p i l l a  a t  the  Royal C hapel, m aestro  de lo s  r e a le s  i n f a n t e s . 
d i r e c to r  de l a  r e a l  c ^ a r a ,  and r e c to r  de c o le g lo  de n in o s  c a n to re s
M ariano S oriano  F u e r te s ,  H is to r ia  de l a  m usica ensphno la  desde 
la  ven id a  de lo s  f e n ic io s  h a s ta  e l  afio 1850» 4 v o ls .  (M adrid; 1 855-59 ), 
4 :41 ( h e r e a f te r  c i te d  a s  S oriano  F u e r te s ,  H is to r ia ) .
4
E r ic  Blom, e d . .  G ro v e 's  D ic tio n a ry  o f Music and M u sic ian s .
5 th  e d . ,  10 v o ls .  (London: M acm illan and Company, L t d . ,  1961, r e p r in t
e d . New York: S t .  M a r t in 's  P r e s s ,  I n c . ,  1970), s .v .  " C o r s e l l i ,
F ran c isco "  ( h e r e a f te r  c i t e d  as  G ro v e 's ) .
^Soriano F u e r te s ,  H is to r ia . 4 :4 1 f f .
*Ann L iverm ore, A S h ort H is to ry  o f Spanish  Music (New York: 
Vienna House, 1972), p .  110 ( h e r e a f te r  c i t e d  as  L iverm ore, M usic) .
^S oriano  F u e r te s ,  H i s to r i a , 4 :4 6 . T ra n s la t io n s  g iven  in  
p a re n th e se s  were done by th e  w r i t e r .
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( i n s t r u c to r  o f th e  ro y a l c h i ld re n ,  d i r e c to r  o f th e  ro y a l chamber 
a c t i v i t i e s ,  and d i r e c to r  of th e  c h i ld r e n 's  s in g in g  sc h o o l) .
In  1751 a f i r e  d estro y ed  the  p r in c ip a l  church of M adrid , the  
Royal Chapel o f S an ta  Marina. Because a l l  o f th e  m usic had a lso  been 
d e s tro y e d , C o r s e l l i  and th e  Spanish  o rg a n is t  Jose  Nebra (1688-1768) 
were commissioned to  compose new sac red  m usic to  re p la c e  th a t  which
g
had been l o s t .  During t h i s  same tim e , C o r s e l l i  composed o peras and
9
w rote  chamber m usic .
D uring th e  re ig n s  o f P h i l ip  V and Ferd inand  V I, Spanish
n o b i l i ty  became fa s c in a te d  w ith  I t a l i a n  o p e ra . To n a tiv e  S p an ia rd s ,
I t a l i a n  o p e ra  was a n o v e lty . A rrangem ents were made to  b rin g  I t a l i a n
m u sic ian s  and composers to  S pain  to  p re s e n t  and e n la rg e  th e  o p e ra t ic
r e p e r to i r e .  I t a l i a n  opera  th en  began re p la c in g  n a tiv e  Spanish  th e a te r
p re s e n ta t io n s  o f th e  z a rz u e la  and the  t o n a d i l l a .
S panish  m u sic ian s  were J u s t i f i e d  in  b e lie v in g  th a t  t h e i r  
c u l t iv a t io n  o f n a t iv e  z a rz u e la  had taken  ro o t  in  the  
p re v io u s  c en tu ry  and needed only  nourishm ent to  blossom 
in  th e  e ig h te e n th  [ c e n tu r y ] ,  bu t t h i s  was f r u s t r a t e d  by 
th e  c o n s ta n t a r r i v a l  o f I t a l i a n s  on whom money and p re ro g a ­
t iv e s  were la v is h e d , even th e  p r iv e le g e  of occupying those
Jo se  G arcia  M arce lIan . R eo rgan izacion  d e l a rc h iv e  de m usica 
de la  r e a l  c a p i l l a  de S an ta  M arla (de 1734 a 1918) (M adrid; Im prcnta 
de B ernardo R odriguez , 1919), p .  20 ( h e r e a f te r  c i te d  as G arcia  
M arce lla n , R eo rg an izac io n ) .
9
An e r r o r  e x i s t s  in  G ro v e 's  D ic tio n a ry  o f Music and M u sic ian s . 
Under th e  e n try  "F ra n c isc o  C o r s e l l i"  i t  i s  s ta te d  th a t  C o r s e l l i  was 
"M aestro com posito r de c m a ra "  to  C h arle s  I I I  in  1738. T h is i s  
im p o ss ib le , fo r  in  1738 C h arle s  I I I  (C a rlo s  I I I )  was no t y e t crowned 
k ing  o f S p a fn , In  1738 P h i l ip  V was k ing  and C arlo s  was in  N ap les . 
G rove' s s . v .  " C o r s e l l i ,  F ra n c is c o ,"  by A. Loewenberg.
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C heaters whose s ta g e s  S p an ia rd s  had m unic ipal r ig h t s  to  t r e a d .
I t  was some tim e b efo re  a modus v iv e n d i was e s ta b lis h e d  and 
S p an ia rd s  were fo rced  to  observe  i t  s in c e , in  s p i te  o f se v e ra l 
r e b u f f s ,  I t a l i a n  opera  e v e n tu a lly  became a h a b it  in  th e  
c a p i t a l .
One I t a l i a n  composer brought to  Spain  fo r  th e  e x c lu s iv e  purpose of 
w r it in g  o p e ras  was G iovanni B a t i s ta  Mele ( f l .  1730-1750). In  1735 
he a r r iv e d  in  Spain  and composed s e v e ra l o p eras  in  I t a l i a n ,  and, 
acco rd ing  to  Ann L iverm ore, he composed two o p e ras  w ith  Spanish  
t r a n s la t io n s  to  M eta s ta s io  l i b r e t t i .  (She d id  n o t g ive  Che 
t i t l e s .
In  1724 a N eap o litan  opera  com poser, F ran c isco  C o rra d in i,
(1700-?) went to  th e  c i t y  o f V a le n c ia , S p a in . S ubsequen tly , he was
in v i te d  to  go to  M adrid to  w r ite  o p e ras  fo r  v a r io u s  th e a te r s  in  th a t
c i t y .  C o rra d in i composed some f i f t e e n  o p eras  to  Spanish t e x t s ,  an
unusual a c t i v i t y  fo r  an I t a l i a n  to  engage in .  H ost a s to n is h in g ly ,
he even composed some z a rz u e la s . W ith C o r s e l l i  and M ele, he c o l l a -
12b o ra te d  in  th e  com position  o f a p a s t ic c io  opera  in  th e  year 1748.
13He rem ained a c t iv e  in  Madrid u n t i l  1750.
^^L iverm ore, M usic,  p .  110.
^"L iverm ore, M usic, p .  111, L iv erm o re 's  claim  concern ing  
Mele has n o t been no ted  in  any o th e r  so u rc e . Anna A. A b e r t 's  
a r t i c l e  on M e ta s ta s io  in  M.G.G. does n o t c i t e  any works by him done 
in  Spanish  t r a n s l a t i o n s .  However, one work w ith  a l i b r e t t o  by 
M e ta s ta s io  was p rem iered  in  M adrid a t  th e  P a la c io  de buen r e t i r o . 
The work was e n t i t l e d  N e t te t i  and was w r i t te n  in  1756 by N icolo  
C onforto  ( f l .  1740-1760), a N eap o litan  opera  composer l iv in g  in  
M adrid . F r ie d r ic h e  Blume, e d . Die Musik in  G esch ich te  und 
G egenwart, 12 v o ls .  (K asse l; B a re n re i te r  V e rlag , 1949-73), s .v .  
" M e ta s ta s io , P ie tro "  by Anna A. A bert (h e r e a f te r  c i te d  as
12G ro v e 's , s .v .  " C o rra d in i, F ra n c is c o ."
^^Liverm ore, M usic,  p .  111.
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The m ost famous opera  perform er to  come to  Spain was th e
14c a s t r a t e  C arlo  B rosch i F a r i n e l l i ,  a r r iv in g  th e re  in  1737. One of 
h i s  re a so n s  f o r  com ing, r e p o r te d ly ,  was to  determ ine i f  h i s  magni­
f i c e n t  v o ic e  could  a m e lio ra te  th e  d ep ress io n  su ffe re d  by P h i l ip  V.
An u n v e r i f ia b le  account in d ic a te s  th a t  E liz a b e th  F arnese took 
F a r i n e l l i  to  th e  k in g ’ s chambers where he sang se v e ra l a r i a s  fo r  
P h i l ip .  The k ing  im m ediately became e n th u s ia s t ic  over F a r i n e l l i ' s  
v o ice  and was roused  from  h is  m elancholy s t a t e .  A n ig h t ly  co n ce rt 
o f th e  same fo u r  songs k ep t P h i l ip  in  a b e t te r  frame o f mind fo r  
s e v e ra l y e a r s ,  much to  th e  d e l ig h t  o f th e  Spanish c o u r t . P h i l i p  
awarded many honors and p r iv i le g e s  to  F a r i n e l l i ,  in c lu d in g  th e  Cruz 
de r e a l  y n o b llis im a  orden de C a la tra v a , one o f th e  h ig h e s t  honors 
bestowed on a  c i v i l i a n .  A fte r  P h i l i p 's  d e a th , F a r i n e l l i  k ep t h is  
e x a lte d  m u s ica l p o s i t io n  under F erd inand  V I. He then  became a c t iv e ly  
invo lved  in  p o l i t i c s  and in te r n a t io n a l  diplom acy, w ie ld in g  con­
s id e ra b le  in f lu e n c e  a t  th e  S panish  c o u r t .  He gained  c o n tro l  o f p e r ­
sonnel used  in  opera  p ro d u c tio n s ; th u s , th e  doors were opened even 
w ider to  I t a l i a n  m u s ic ia n s . As d i r e c to r  of opera p ro d u c tio n s  a t  
th e  Royal P a la c e , F a r i n e l l i  s tag ed  ex trav ag an t p re s e n ta t io n s  o f 
op eras by A dolf Hasse (1699-1783), B aldassare  Galuppi (1706-1785), 
and N ico lo  Jo m e lli  (1714-1774).^^  In  1750 he su p erv ised  and d ire c te d
^^ l .G .G .t s .v .  " F a r i n e l l i ,  C arlo  B ro sch i,"  by H. C. Robbins
Landon.
^^Soriano F u e r te s ,  H is to r ia . 4 :4 5 .
^^Jose S u b ir^ , H is to r ia  de l a  m usica espano la  e h isp an o -  
am cricana (B arce lo n a : S a lv a t e d i to r e s ,  1953), p .  478 (h e r e a f te r  c i te d
as S u b ira , H i s to r i a ) .
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th e  c o n s tru c tio n  o f th e  P a la c io  de buen r e t i r o , th e  l a r g e s t  th e a te r
in  M a d r i d . F a r i n e l l i  v i r t u a l l y  had th e  same k ind  o f r e la t io n s h ip
w ith  Spanish  m onarchs th a t  L u lly  had had w ith  Louis XIV.
P ara  F a r i n e l l i  no h av ia  en l a  c o r te  de Espana p a la b ra  
n e g a tiv a ; p a ra  e l  c a n to r  I t a l i a n o  e s ta b a n  a b ie r ta s  
to d az  l a s  p u e r ta s  d e l fa v o r ; l a  v o lu n ta d  de C arlo s  
B rosch i e r a  g a ra n tid a  por e l  tro n o  esp an o l.1 8
( I n  th e  Span ish  c o u r t  u n fav o rab le  comments were never 
made about F a r i n e l l i .  For t h i s  I t a l i a n  s in g e r  a l l  
avenues o f  fa v o r were opened; th e  w ishes o f C arlo  
B rosch i w ere g u a ran teed  by th e  Span ish  th ro n e .)
I t  was n o t u n t i l  th e  r e ig n  of C arlo s  I I I  (1759-88) th a t  .
F a r i n e l l i  l o s t  fa v o r w ith  th e  c o u r t ,  and t h i s  o n ly  because o f a
p e rso n a l grudge betw een F a r i n e l l i  and E liz a b e th  F a rn e se . He r e t i r e d
to  B ologna, I t a l y ,  where he l iv e d  on a co m fo rtab le  l i f e - t im e  s a la ry
19awarded him by P h i l ip  V.
B efore  F a r i n e l l i  l e f t  S p a in , i t  i s  ap p aren t th a t  he had 
b e fr ie n d e d  a t  l e a s t  one Spanish  m u s ic ia n , a v i o l i n i s t  named J o s é  
H errando . H errando had been a v i o l i n i s t  a t  th e  T ea tro  de buen 
r e t i r o  and presum ably was acq u a in ted  w ith  F a r i n e l l i .  Herrando 
adm ired and re s p e c te d  F a r i n e l l i  enough to  compose and d e d ic a te  to  
him a  s e t  o f v io l in /b a s s  so n a ta s  (s e e  C hapter IV ).
Church m usic lik e w ise  came under I t a l i a n  dom ination during  
th e  r e ig n s  o f P h i l ip  V and F erd inand  V I. I t  was c i te d  by S oriano  
F u e r te s  th a t  in  th e  y e a r  1740 th e re  were n a tiv e  S pan iards seirving
^^S oriano  F u e r te s ,  H is to r ia , 4 :7 3 . 
18S o rian o  F u e r te s ,  H is to r ia , 4 :7 3 ,
19C hase, M usic, p .  107.
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as  m aes tros  de c a p i l l a  in  only two c i t i e s ;  Salamanca and B arcelona;
a l l  o th e r  c i t i e s  had I t a l i a n  m a e s tro s . (S o riano  F u e r te s  d id  n o t g iv e
20th e  names o f any of th e se  m usic ians under d is c u s s io n .)  I t  was
f u r th e r  c i t e d  by Soriano  F u e rte s  th a t  la rg e  numbers o f  I t a l i a n  s in g e rs
and in s t ru m e n ta l is ts  were employed in  Spanish  c h u rc h es . The fo llo w in g
l i s t  o f m u s ic ian s , g iv en  by Soriano  F u e r te s ,  a l l  a r r iv e d  a t  th e  same
tim e around th e  y ear 1750 to  perform  in  th e  Royal Chapel o f San ta
M aria in  M adrid as  perm anent en ^ lo y ees: two so p ran o s, one a l t o ,
th re e  te n o r s ,  te n  v i o l i n i s t s ,  two c o n t r a b a s s i s t s ,  two c e l l i s t s ,  and 
21one o b o is t .  T h is  c i te d  example g iv e s  one an id ea  of th e  s iz e  of
th e  I t a l i a n  re p re s e n ta t io n  in  Spanish  ch u rch es . As l a t e  as  1780,
th e  names of many I t a l i a n s  appeared on Royal Chapel re c o rd s  a s  being
22enqployed m u sic ian s .
Not a l l  Spanish  m usic ians were acq u ie scen t about th e  p resence  
of so many I t a l i a n  m u sic ian s; some s tru c k  back in  d e f ia n t  o p p o s it io n . 
Jo se  N ebra, o rg a n is t  a t  th e  Royal C hapel, composed an opera  in  
Spanish  e n t i t l e d  Caut e l  c o n tra  c a u te la .  o e l  ra p to  de Gaminedes 
( The c a u tio u s  man v e rsu s  th e  c a u tio u s  woman, o r  the  k idnapp ing  of 
Gaminedes) . I t  was perform ed d e sp ite  em phatic o b je c t io n s  by th e  c o u r t 
and by th e  I t a l i a n  m u s ic ian s . A lthough su c c e ss fu l a t  i t s  f i r s t  p re ­
s e n ta t io n  in  1746, p re s su re s  were brought upon Nebra to  p re v e n t f u r th e r  
perform ances
20S oriano  F u e r te s ,  H i s to r ia , 4 :4 9 ,
21Soriano  F u e r te s ,  H i s to r ia , 4 :8 1 .
^^B elg ray , " B ru n e t t i ,"  p . 86 .
23Soriano  F u e r te s ,  H i s to r ia , 4 :4 8 -4 9 .
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More form al o b je c t io n s  to  I t a l i a n  m usic came from clergym en 
who d id  no t approve o f th e  s e c u la r iz a t io n  o f church music* They 
s p e c i f i c a l ly  o b je c te d  to  th e  in tro d u c tio n  of a r i a s ,  r e c i t a t i v e s ,  
s t r in g  and wind in s tru m e n ts , and o th e r  e lem en ts a s s o c ia te d  w ith  
opera  in to  polyphonic  m asses and o th e r  sac red  music* B en ita  F e ijo o  
(1685-17AO), a B en ed ic tin e  monk, w ro te  a len g th y  essay  e n t i t l e d  La 
m usica en lo s  tem plos (1726) denouncing th e  I t a l i a n s  and reprim and­
ing them fo r  th e  u se  o f such s e c u la r  d e v ice s  in  churches* He 
o b je c te d  e s p e c ia l ly  to  th e  u se  o f v io l in s *  (On t h i s  p o in t F e ijo o  
blamed th e  I t a l i a n s  u n ju s t i f ia b ly *  V io lin s  had been used  in  Span­
is h  churches as  e a r ly  a s  1650, th a t  i s ,  w e ll b e fo re  th e  coming of 
so many I t a l i a n s  to  Spain*) O ther ty p es  o f s e c u la r  a s s o c ia t io n s  
were a ls o  condemned; dances h e a rd  a t  a p a r ty  th e  n ig h t b e fo re  would 
be heard  in  co n n ec tio n  w ith  a w orship  s e rv ic e  on th e  fo llo w in g  
morning* For F e i jo o ,  t h i s  p ro fan e  a s s o c ia t io n  was an anathema*
These c r i t i c i s m s  g e n e ra lly  went unheeded, fo r  I t a l i a n s  co n tin u ed  to
24w r i te  church  m usic in  o p e ra t ic  s ty le  th roughou t the  cen tury*
Two I t a l i a n s  who spen t m ost o f t h e i r  a d u lt  l i v e s  in  Spain 
and have wide re c o g n it io n  in  our own tim e were Domenico S c a r l a t t i  
(1685-1757) and L u ig i B o cch erin i (1743-1805)* S c a r l a t t i ,  th e  son of 
A lessandro  S c a r l a t t i ,  had been on th e  Ib e r ia n  p e n in su la  s in ce  1720*
24 /A lb e r t  L av ignac, gen* e d * . Encyclopédie de l a  musique e t
d i c t i o n n a i r e  du c o n s e r v a to i r e * 11 vo ls*  ( P a r i s :  L ib r a r i e  d e lg ra v e ,
1920), Premiere p a r t i e ,  h i s t o i r e  de l a  musique* vol* 4 : La
musique en Espagne ( a r t  r e l i g i u e s e  e t  a r t  p ro fa n e ) by Raphael
M it ja n a ,  4:2130 ( h e r e a f t e r  c i t e d  as  M it ja n a ,  Musique)*
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In  th a t  y ea r he had been app o in ted  h a rp s ich o rd  te a c h e r  to  B arbara  o f 
B raganza, daugh ter o f Jab  V, King o f P o r tu g a l . Upon h e r m arriag e  to
25th e  fu tu r e  F erd inand  VI in  1729, Domenico accompanied h e r to  M adrid . 
A fte r  F erd in an d  ascended th e  th ro n e  in  1746, B arbara  had S c a r l a t t i  
ap p o in ted  m aestro  de c ^ a r a . I t  was fo r  B arbara  th a t  S c a r l a t t i  
composed many o f  h i s  500-p lus s o n a ta s .
I t  i s  ap p aren t th a t  S c a r l a t t i  was f a r  more aware o f S pain  and
n a t iv e  S pan ish  m usic than  he was o f a l l  th e  I t a l i a n  opera  around him .
There i s  h a rd ly  an a sp e c t o f S panish  l i f e ,  o f  Spanish  
p o p u la r m usic and dance, th a t  h as  no t found i t s e l f  a 
p la c e  in  th e  microcosm th a t  S c a r l a t t i  c re a te d  w ith  h i s  
s o n a ta s . No S panish  com poser, n o t even D eF a lla , has 
ex p ressed  th e  essen ce  of n a tiv e  land  as  com pletely  as 
d id  th e  fo re ig n e r  S c a r l a t t i .  He has c ap tu red  th e  c l ic k  
o f  c a s ta n e t s ,  th e  strumming o f g u i t a r s ,  th e  thud o f 
m u ffled  drums, th e  h a rsh  b i t t e r  w a il o f gypsy lam ent, 
th e  overwhelming g a i ty  o f  th e  v i l l a g e  band, and above 
a l l ,  th e  w iry  te n s io n  o f th e  Spanish  d an ce .2?
Both S c a r l a t t i  and F a r i n e l l i  were in  M adrid and w orking fo r
th e  Span ish  c o u r t  a t  th e  same tim e . The two men were good f r i e n d s .
F a r i n e l l i ' s  more e x a lte d  p o s i t io n  d id  no t seem to  o ffen d  S c a r l a t t i ,
who rem ained c o n ten t as composer and h a rp s ich o rd  te ac h e r to  th e
queen . No p ro fe s s io n a l  r i v a l r y  seems to  have e x is te d  between th e se  
28men.
25Ralph K i r k p a t r ic k ,  Domenico S c a r l a t t i  (P r in c e to n :  P r in ce to n
U n iv e r s i ty  P r e s s ,  1953), p .  79 ( h e r e a f t e r  c i t e d  a s  K irk p a t r ic k ,  
S c a r l a t t i ) .
^^Chase, Music, p .  109.
27K ir k p a t r ic k ,  S c a r l a t t i ,  pp . 114-15.
28K irk p a t r ic k ,  S c a r l a t t i , pp . 11O ff.
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
20
Some o£ S c a r l a t t i ' s  so n a ta s  a re  n o ta te d  fo r  melody and f ig u re d
bass* These have been assumed to  be ensemble p ie c e s ,  i . e . ,  so n a ta s
fo r  v i o l i n  and b a s s ,  by J .  B. T rend , e t  a l .  However, K irk p a tr ic k
assumed th e se  p ie c e s  to  be fo r  keyboard alone  and n o t fo r  ensemble
perform ance. In  a d d i t io n ,  a s e t  o f  sona tas  fo r  v io lo n c e l lo  and bass
29a t t r i b u t e d  to  S c a r l a t t i  were b e l ie v e d  spurious  by K irk p a t r ic k .
L u ig i B occherin i (1743-1805) a r r iv e d  in  Madrid in  1768 w ith
th e  avowed purpose of in tro d u c in g  th e  music o f  Joseph Haydn to 
30S p a in . The in v i ta t io n  to  v i s i t  Spain  was a c tu a l ly  made by the  
S panish  ambassador to  F ra n c e , who, having heard  B occherin i p lay  in  
P a r i s ,  f e l t  he would be an a s s e t  to  th e  Spanish  c o u r t .  B occherin i 
was hoping to  have as h is  p a tro n  th e  P rin ce  o f A s tu r ia s ,  fu tu re  C arlo s  
IV, bu t Gaetano B ru n e tti  (1744-1798), an I t a l i a n  v i o l i n i s t ,  was a lread y  
under th e  P r in c e 's  pa tronage  (se e  b e low ). The P r in c e 's  b ro th e r ,  Don 
L uis I n f a n te ,  chose B o cch erin i to  be under h is  p a tro n a g e . Upon the  
d ea th  o f Don Luis In fa n te  in  1782, B occherin i l e f t  S p a in , and re tu rn e d
29See W alter W ilson C o b b e tt, C o b b e tt 's  C yclopedic Survey of 
Chamber M usic. 2 v o ls .  (London: Oxford U n iv e rs ity  P r e s s ) ,  s .v .
"S pan ish  Chamber M usic" by J .  B. T rend , 2:440 (h e r e a f te r  c i te d  as 
T rend , C o b b e tt) ; L ionel S a l t e r ,  " S c a r l a t t i 's  V io lin  S o n a ta s ,"  The 
L is te n e r  (1947): 116; L ionel S a l t e r ,  "Sonata  in  G M ajor, Domenico 
S c a r l a t t i , "  Music and L e t te r s  30 (1949): 251; and K irk p a tr ic k , 
S c a r l a t t i , p .  452. These f a c t s  a re  m entioned here  because the  
Spanish  chamber music r e p e r to i r e  i s  com prised , in  p a r t ,  of m elo /bass 
so n a ta s , and , lo g ic a l ly ,  some co n n ec tio n  could  have been made between 
th e  S c a r l a t t i  works and th o se  by th e  S p an ia rd s .
^^Mary H am ilton , Music in  E ig h teen th -C en tu ry  S p ain , I l l i n o i s  
S tu d ie s  in  Language and L i t e r a tu r e ,  v o l .  22, n o . 1 , U n iv e rs ity  o f 
I l l i n o i s  B u l le t in ,  v o l .  35 , n o . 8 (U rbana: U n iv e rs ity  o f I l l i n o i s
P re s s ,  1937), p .  168 ( h e r e a f te r  c i t e d  a s  H am ilton, M usic) .
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
21
in  1786 under th e  p a tro n ag e  of th e  M arquis o f Benevente* Both th e
31M arquis and h i s  w ife  were su p p o rte rs  o f m usic .
C o n troversy  has  e x is te d  concern ing  th e  r e la t io n s h ip  between
B o cch e rin i and th e  S pan ish  c o u r t .  Sources such as  S a la za r  and
H am ilton re p e a t  a s to ry  concern ing  an in c id e n t in v o lv in g  B occherin i
and th e  P r in c e  o f A s tu r ia s .  A s t r in g  q u a r te t  by B o ccherin i was
being  re h e a rs e d  by a q u a r te t  o f p la y e r s  in  which both  B occherin i and
th e  p r in c e  were p la y in g . The p r in c e  had th e  second v io l in  p a r t .
A lle g e d ly , th e  p r in c e  was o m ittin g  r e s t s  and p lay in g  through h is  p a r t .
When B o cch erin i c a l l e d  t h i s  f a c t  to  h is  a t t e n t io n ,  th e  p r in c e  was
in f u r ia t e d  and demanded to  know why th e  second v io l in  p a r t  was so
e a s y . Was B o cch e rin i be ing  condescending to  th e  p rince?  B occherin i
th en  c a l le d  him a m ise ra b le  school boy and to ld  him to  mind the
a f f a i r s  o f s t a t e  and to  le av e  th e  w r i t in g  o f m usic to  p ro f e s s io n a ls .
The p r in c e  th re a te n e d  to  have B o cch erin i thrown ou t o f th e  window
32and had him ban ish ed  from  th e  p a la c e .
A nother c o n tr o v e r s ia l  c o n fro n ta tio n  has been c i te d  between 
B o cch e rin i and th e  v i o l i n i s t  B ru n e t t i .  I t  had been a lle g e d  th a t  
B o cch e rin i was je a lo u s  o f B ru n e tt i  and th a t  th e  form er wanted th e  
l e t t e r ' s  p o s i t io n  a t  th e  Royal P a la c e , i . e . ,  th e  d ire c to r s h ip  o f 
chamber m usic a c t i v i t i e s .  A lice  B e lg ray , in  h e r  d i s s e r ta t io n  on 
B r u n e t t i ,  found no p rim ary  sou rces s u b s ta n t ia t in g  th ese  claim s» From
31Germaine R o th sc h ild , L u ig i B o cc h e rin i. His L ife  and Work, 
t r a n s  by Andreas Mayor (London: O xford U n iv e rs ity  P re s s ,  1965),
p p . 3 3 f f .
H a m ilto n , M usic, pp . 170-71, and Adolpho S a la z a r ,  La
________ le Espana; La~~tMisica en la  c u l tu r e  esp an o la  (Buenos A ire s :
E spasa-C alpe  A rg e n tin a , 1953), p .  264.
m usica d
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h e r  f in d in g s  i t  appears  t h a t  B o cch e r in i  and B r u n e t t i  were on f r i e n d ly
te rm s .  Because B ru n e t t i  was v i o l i n  te a c h e r  to  C ar lo s  IV, i t  i s
u n d e rs tan d a b le  th a t  B o cch e rin i would n o t have h ig h e s t  s tan d in g  in
th e  Royal P a la c e .  B o cch e rin i  must have h e ld  th e  k i n g 's  r e s p e c t ,
f o r  in  1789 he was awarded one o f th e  p o s i t io n s  o f c e l l i s t  a t  th e
33Royal C hapel, a  p o s i t io n  he h e ld  u n t i l  h i s  d eath  in  1803.
The v i o l i n i s t  G aetano B ru n e t t i  was from F is a ,  I t a l y ,  and 
a r r iv e d  in  Spain in  1766 to  assume th e  p o s i t io n  o f v i o l i n i s t  a t  th e  
Royal C hapel. Soon t h e r e a f t e r ,  he became v io l in  te a c h e r  o f th e  
f u tu r e  C arlo s  I V . I n  1789 he was ap p o in ted  a  member o f th e  new ly- 
founded Royal Chamber M u sic ian s , and e v e n tu a lly  was made i t s  
d i r e c t o r .  H is son , F ra n c isc o  B r u n e t t i ,  was a c e l l i s t  and a ls o  p layed  
a t  th e  c o u r t  w ith  h is  f a t h e r .  The co m p o sitio n al o u tp u t o f G.
B r u n e t t i  was c o n s id e ra b le , and in c lu d e s  s t r in g  q u a r te t s ,  v io l i n  
s o n a ta s ,  s e ren a d es , and o th e r  chamber w orks. (See B e lg ray , " B ru n e tti"  
f o r  com plete l i s t i n g . )
W ithin  t h i s  atm osphere o f I t a l i a n  m usic and m u s ic ia n s , 
S p a n ia rd s  a ttem pted  and were su c c e ss fu l a t  th e  a r t  o f chamber m usic 
composing and perform ance. I t  does n o t appear th a t  th e re  was any 
r e s i s t a n c e  on th e  p a r t  o f  th e  I t a l i a n  m usic ians a g a in s t  t h i s  movement, 
a s  had been th e  case  w ith  th e  w r i t in g  o f Spanish  o p e ra s . The Spanish 
c o u r t  and th e  Spanish  n o b i l i t y  gave some im petus to  th e  w r i t in g  of 
chamber m usic in  S p a in , a s  i s  d e ta i le d  in  C hapter I I I ,  and Spanish  
m u s ic ian s  responded co n v in c in g ly  to  t h i s  encouragem ent.
^^B clg ray , "B x ru n etti,"  p p . 104f£ . 
^^B elg ray , " B r u n e t t i ,"  p .  59.
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CHAPTER 111
THE STATE OF CHAMBER MUSIC IN SPAIN 
FRCM 1750 TO 1800
From a tw e n tie th -c e n tu ry  van tag e  p o in t ,  th e  e s ta b l is h e d  view 
o f e ig h te e n th -c e n tu ry  S panish  chamber m usic i s  f a i n t  and in c o r r e c t .  
I t s  t re a tm e n t, even by em inent h i s t o r i a n s ,  i s ,  a t  b e s t ,  c a su a l and 
in co m p le te . Some h i s to r i a n s  c a s t  i t  in  a n e g a tiv e  l i g h t  making 
c la im s th a t  Spain  made l i t t l e  o r  no c o n tr ib u t io n  to  chamber m usic 
in  th e  e ig h te e n th  c e n tu ry .
J .  B. T rend , in  h is  a r t i c l e  "S p an ish  Chamber M usic" in
C o b b e tt 's  C yclopedic Survey of Chamber M usic, s ta te d :
I f  Spain has l i t t l e  to  add to  the  h i s to r y  o f chamber 
m usic , i t s  a b s te n t io n ,  and th e  p ro b ab le  re a so n s  fo r  
i t s  a b s te n t io n ,  throw s a c u rio u s  l i g h t  on th e  a t t i t u d e  o f 
Spanish  composers and aud iences to  chamber m usic i t s e l f . 1
T re n d 's  j u s t i f i c a t i o n  fo r  h i s  p o s i t io n  came by way of fo u r " th e o r ie s "  
which he p re se n te d : (1 ) "The S panish  composer . . .  i s  an in d iv i ­
d u a l i s t ,  w h ile  chamber m usic demands a c e r t a in  su b o rd in a tio n  of 
in d iv id u a l i ty  both  in  composer and p la y e r ."  (2 ) The s u b t l e t i e s  of 
V iennese chamber m usic found no p la ce  in  th e  d i r e c t  s ta tem en ts  and 
r e p e t i t io n s  o f S pan ish  m usic . I t  would seem, th e r e f o r e ,  th a t  th e  
chamber m usic s ty le  was c o n tra ry  to  S pan ish  tem peram ent. (3 ) The 
Spanish  composer was r e a c t in g  to  " .  . .  p ro te s ta n t is m  in  music
^Trend; C o b b e tt, 2 :4 3 9 -4 0 .
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[w hich] r e f e r s  to  th e  c l e a r - c u t ,  fo u r-sq u a re  m elod ies in to  which the
reform ed church transfo rm ed  some o f th e  plainsong»*' (4 )  The l a s t
th eo ry  suggested  th a t  chamber m usic invo lved  th e  use o f  dance m usic
n o t meant to  be danced , i . e . ,  g a v o tte s  and m in u e ts . Because the
S pan ia rd s  were n o t f a m il ia r  w ith  th o se  dances, they  had no a f f i n i t y
2
fo r  t h e i r  s ty l iz e d  v e r s io n s .
R a fae l M itja n a , a Spanish  m u s ic o lo g is t o f th e  e a r ly  twen­
t i e t h  c e n tu ry , w rote th e  s e c tio n  on Spanish  m usic in  L av ignac’ s 
E ncyclopédie de la  musique e t  d ic t io n n a ir e  du c o n s e rv a to ire .
S ev e ra l pages a re  devoted to  chamber m usic of th e  e ig h te e n th  c e n tu ry , 
b u t a t  th e  o u ts e t  M itjan a  s ta te d :
Pour ce qu i concerne l^ s  a u tr e s  d iv e rs  in s tru m e n ts ^ n o t  
in c lu d in g  keyboard] I 'ep o q u e  que nous occupe ne p re s e n t 
p resque pas d ' i n t é r ê t .  On p eu t d ire  que la  musique 
in s tru m e n ta le  f u t  complètement d é la i s s é e .  L 'o p é ra  
I t a l i a n ,  l a  grande p réo cu p a tio n  du moment, se c o n te n ta i t  
d ' un  o rc h e s tre  sommaire e t  n 'e x i g a i t  pas des in s tru m e n tis te s  
t r è s  h a b i le s ,  e t  quant la  musique r e l i g i u s e ,  e l l e  ne 
f a i s a i t  que su iv re  son exam ple.^
(Concerning o th e r  in s tru m e n ts , [n o t in c lu d in g  keyboard] 
th e  e ra  now under c o n s id e ra tio n  d o e s n 't  p re s e n t much 
i n t e r e s t .  I t  cou ld  be sa id  th a t  in s tru m e n ta l m usic was 
com pletely  ig n o re d . I t a l i a n  o p e ra , th e  g re a t  p reoccupa­
t io n  o f the  moment, re q u ire d  on ly  a m inimal o rc h e s tr a  
and p la y e rs  o f no t e x c e p tio n a l p la y in g  a b i l i t y ,  and as 
f a r  a s  sac red  music i s  concerned , i t  only  fo llow ed  the  
same exam ple.)
Mary H am ilton , w rit in g  in  1937 on e ig h te e n th -c e n tu ry  Spanish
m u sic , s ta te d :
The w ritin g  of chamber m usic i s  n e g l ig ib le  in  Spain  in  
th e  e ig h te e n th  c e n tu ry . Where m usical com position was
^Trend, C o b b e tt, 2 :4 4 0 -4 1 . 
^ M itjan a , M usique, 4 :2326 .
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suprem ely im portan t was in  th e  rea lm s o f th e  chu rch , th e  
t h e a t e r ,  and fo r  d an c in g . For s o c ie ty  went to  th e  
th e a t e r ,  to  th e  op era  and l a t e  in  th e  c e n tu ry , to  
fa sh io n a b le  le n te n  c o n c e r ts .4
A lb e rt S oub ies, w r i t in g  in  th e  l a t e  n in e te e n th  c e n tu ry , 
s ta te d  th a t  S pan iards e x e r te d  l i t t l e  e f f o r t  in  th e  a r t  of chamber 
m usic com position , and i f  chamber m usic d id  have a blossom ing 
( ie ta  de 1*e c l a t ) in  S p a in , i t  was th e  r e s u l t  o f endeavors by 
fo re ig n e rs  l ik e  B o c c h e rin i.^
The s ta tem en ts  g iv en  above dem onstrate  th e  p re v a il in g  a t t i ­
tu d e s  tow ards e ig h te e n th -c e n tu ry  S panish  chamber m usic which have 
been h e ld  by v a rio u s  s c h o la r s .  These a t t i t u d e s  a re  perhaps p a r t i a l l y  
j u s t i f i e d  b ecause , a s  in  so many o th e r  r e la te d  a re a s  of e ig h te e n th -  
c en tu ry  m usic , no thorough  study  o f th e  su b je c t has been denes 
A nother j u s t i f i c a t i o n  m ight be th a t  in  th e  C la s s ic a l  P eriod  th e  com­
p osing  of chamber m usic was b rought to  a  z e n ith  by Haydn, M ozart, 
and B eethoven. R esearch e rs  have in v e s t ig a te d  th e i r  music a t  the  
expense o f le s s e r  com posers. However, i t  i s  a c e r ta in ty  th a t  
S pan ish  composers o f chamber m usic f lo u r is h e d  during  th e  C la s s ic a l  
P e r io d .
S ev e ra l problem s a re  encoun tered  by any re se a rc h e r  in v e s ­
t ig a t in g  th e  a rea  o f e ig h te e n th -c e n tu ry  Spanish  chamber m usic . The 
f i r s t  o f  th e se  i s  th a t  p rim ary  m u sica l sou rces a re  s c a t te re d  th rough­
o u t Europe and the  U nited  S ta t e s ,  the  m a jo rity  e i th e r  in  m anuscrip t
^H am ilton, M usic» p . 163, 
5.A lb e rt S o u b ies , H is to i r e  de l a  m usique, Espagne,  3 v o ls .  
( P a r is :  L ib r a i r ie  des B ib l io p h i le s ,  1899), 2:63 ( h e re a f te r  c i te d
as S o u b ies , Espagne) »
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o r in  t h e i r  o r ig in a l  e ig h te e n th -c e n tu ry  p r in t in g s . A second and 
g ra v e r problem  i s  th e  lo s s  o f much o f th e  m usic . Many p u b lic  and 
p r iv a te  r e p o s i to r i e s  o f  music have been d estroyed  by f i r e ,  th e  
in a d v e r te n t r e s u l t  o f a l l  th e  wars and re v o lu tio n s  th a t  have 
p lagued  S pain  th roughou t i t s  h i s to r y .  As H ig in io  A ngles, th e  
em inent S p an ish  m u s ic o lo g is t ,  ph rased  i t ,  "« . . hemos de d e p lo ra r  
l a  p e rd id a  de c a s l  toda  la  m usica in s tru m e n ta l de e s te  s ig lo  
T d iesyocho l." ^  ( I t  i s  a d e p lo ra b le  f a c t  th a t  alm ost a l l  o f th e  
in s tru m e n ta l m usic o f t h i s  [ th e  e ig h te e n th ]  cen tu ry  i s  l o s t . )  Some
of th e  b u ild in g s  d estro y ed  by f i r e  were th e  Royal Chapel o f M adrid,
7 81738, th e  A la ca z a r, th e  o f f i c i a l  ro y a l r e s id e n c e , 1734, th e  Royal
/- 9
Chapel o f S an ta  M aria , th e  p r in c ip a l  church in  M adrid, 1751, and
th e  l i b r a r i e s  o f th e  houses o f V il la f ra n c a  and A lba, 1795.^^ In
th e  tw e n tie th  cen tu ry  during  th e  S pan ish  C iv il  War o f 1936-39, most
t r a g i c a l l y ,  v a lu a b le  r e p o s i to r ie s  were d e s tro y ed , in c lu d in g  th o se
of th e  Royal Chapel and th e  Royal P a lace  In B arcelona^^ and th e
H ig in io  A ngles, "Un. e s tu d io  c r i t i c o  de la  m usica e sp a n o la ,"  
H is to r ia  de l a  m usica con un e s tu d io  c r i t i c o  de h i s to r i a  de la  musica 
espaffola por H ig in io  A ngles. 3 rd  ed^ (B arcelona: E d i to r ia l  la b o r ,
1949), p .  347 ( h e r e a f te r  c i te d  a s  A ngles-W olf, M usica) .
^G arc ia  M arce llan , R eo rg an izac io n , p . 14.
Q
C h a rle s  E. Chapman, A H is to ry  o f Spain (New York: M acm illan,
1918), p .  378 .
9
S o rian o  F u e r te s ,  H i s to r ia , 4 :4 9 .
^ ^ S u b ir / ,  A lba, p . XIX. [ s i c ]
^■"■Joaquin Pena and H ig in io  A ngles, D icc io n a rio  de l a  m usica 
la b o r , 2 v o l s .  (B arcelona : E d i to r i a l  la b o r ,  1954), s .v .  "V io la ,
Anselm" ( h e r e a f te r  c i te d  as D ic c io n a rio  la b o r ) .
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12P a la c io  de l i r i a , th e  M adrid home o f th e  Duke o f  A lba. The l a t t e r  
i s  p a r t i c u l a r ly  t r a g i c ,  fo r  i t  housed a la rg e  c o l le c t io n  o f manu­
s c r ip t s  by n a tiv e  S p a n ia rd s . However, some c o n so la tio n  may be tak en  
in  th e  f a c t  th a t  la rg e  q u a n i t i t i e s  o f Spanish  m usic were p u b lish ed  
ab ro ad , n o ta b ly  in  England, I t a l y ,  and F rance; much o f t h i s  m usic , 
th e r e f o r e ,  i s  now a v a i la b le  in  museums and l i b r a r i e s  o u ts id e  o f  S p a in .
The f i n a l  o b s ta c le  in  re s e a rc h in g  Span ish  chamber m usic i s ,
th a t  in  most in s ta n c e s ,  l i t t l e  more th an  th e  names o f th e  Spanish
composers a re  known. Spanish  c o u rt re c o rd s  o f th a t  e ra  have been
k ep t s e c r e t ,  o r ,  a t  l e a s t ,  have rem ained u n p u b lish ed . A lice  B elgray
commented s e v e ra l  tim es in  h e r  work on B ru n e tt i  concern ing  th e  w ealth
of in fo rm atio n  in  th e  c o u rt re c o rd s  to  which she was g iv en  a c c e s s .
However, in fo rm atio n  fo r  t h i s  re s e a rc h  p ro je c t  has been l im ite d  to
p u b lish ed  re fe re n c e  m a te r ia ls ,  which a r e ,  a t  b e s t ,  in co m p le te . Even
Jose^ Subira '’, w r it in g  in  1927, commented th a t
Fue e l  S ig lo  XVIII m adrileno  muy abundante en m usicos 
p r e s t ig io s o s ;  pero  poquisim o se sabe de lo s  mas, y eso 
que tu v ie ro n  d ia s  de tr iu m fo , esp ec ia lm en te  lo s  c u l t i v a -  
do res de m usica e s c e n ic a . . . .13
(The e ig h te e n th  cen tu ry  produced many p r e s t ig io u s  m u sic ians 
in  the  c i ty  of M adrid , bu t very  l i t t l e  i s  known about any 
of them, even though they  were h ig h ly  s u c c e s s fu l ,  e s p e c ia l ly  
th o se  involved  in  th e a te r  m u s ic .)
Some in v e s t ig a t io n  o f S pan ish  chamber music has been done, 
n o ta b ly  by Jo se  S u b ira . In  1927 he p u b lish ed  La Musica en la  casa
^^ S u b ira , H is to r ia . p .  452.
^^Jose S u b ira , In tro d u c tio n  to  Obra harm onica en s e is  so n a ta s  
by F ran c isco  M analt, ed . by Jo se  A. D o n astio , Musica h isp a n a . S e r ie  C. 
Musica de camara (B a rce lo n a :^  I n s t i t u t e  de m u s ico lo g ia , 1955-64), p . 
i i  ( h e r e a f te r  c i te d  as S u b ira , M an a lt) .
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de A lba»^^ in  which he surveyed th e  h o ld in g s  of th e  P a lac io  de l i r i a , 
th e  summer home of th e  Duke o f A lba. T h is  has been an in v a lu a b le  
so u rc e , f o r  th e  P a la c io  housed many m an u sc rip ts  which a re  now 
d e s tro y e d . W illiam  Newman in  The Sonata in  th e  C la s s ic  Era d iscu ssed  
some S panish  chamber m u sic , b u t h i s  s tu d y  was n o t com prehensive.^^
Chamber m usic , by d e f in i t i o n ,  i s  " In s tru m e n ta l ensemble m usic 
perform ed by one p la y e r  on each p a r t .  . .  The term  m usica de
camara e x is te d  in  Spain  a s  e a r ly  a s  1607 when one A lvaro de lo s  R ios 
(7-1623) was ap p o in ted  a s  composer o f m usica de camara by Queen Dona 
M arg a rita  de A s t u r i a s . W h a t  k ind  o f  m usic de lo s  R ios composed 
has n o t been d e te rm in ed .
The p la y in g  and w r it in g  o f chamber music was in ex o rab ly  bound 
w ith  th e  a v a i l a b i l i t y  o f s tr in g e d  in s tru m e n ts , p r in c ip a l ly ,  th e  v i o l i n .  
A lthough th e  v io l in  had been in tro d u ced  in to  Spain in  th e  e a r ly  s ix ­
te e n th  c e n tu ry , i t  was s t i l l  a v e r i t a b le  n o v e lty  in  th e  e a r ly  p a r t  o f
18th e  sev en teen th  c e n tu ry . I t  was re p o r te d  th a t  in  1633 v i o l i n i s t s  
were h ire d  a t  th e  Royal Chapel in  M adrid to  perform  accompanying
^^S u b ira , A lba.
^^W illiam  S . Newman, A H is to ry  of th e  Sonata Id e a , v o l .  2:
The S onata  in  th e  C la s s ic  E ra , 2nd e d . (New York; W. W. N orton , 
1972), see C haps. IX and X ( h e r e a f te r  c i t e d  as  Newman, C la s s ic ) .
^^W illi A pel, H arvard D ic tio n a ry  o f M usic, 2nd ed .
(Cam bridge, M ass.: Belknap P re ss  o f H arvard U n iv e rs ity  P re s s ,  1969),
s .v .  "chamber m u s ic ."
^^G rove*s, s . v .  " lo s  R io s , A lvaro d e ,"  by J .  B. T rend.
*^M itjana , M usique. 4:2083#
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19in s tru m e n ts  f o r  c h o ra l w orks. T h is church was among th e  f i r s t  in
Spain  to  use  s t r in g e d  in s tru m e n ts . In  Toledo fo r  exam ple, in  the
e a r ly  se v e n te e n th  c e n tu ry , the  o n ly  in s tru m en ts  p e rm itte d  in  churches
by th e  c le rg y  were o rg a n s , basso o n s, oboes, and s e rp e n ts ;  fo r  sp e c ia l
20o c ca s io n s  c o r n e t t i  and h a rp s  were a ls o  employed.
S e b a s tia n  Duron [ f l .  c a ,  1700] has been e rro n e o u s ly  c r e d i te d  
w ith  hav ing  in tro d u ce d  v io l in s  in to  th e  ro y a l chapel in  
M adrid , o f  which he had been ap p o in ted  m aestro  in  1691.
V io lin s  were used  th e re  b e fo re  h is  tim e , b u t he gave them 
added im portance and in  g e n e ra l gave a r a th e r  u n fo r tu n a te  
im petus to  th e  " th e a t r i c a l i z a t i o n "  o f  S pan ish  church  m usic 
by c u l t iv a t in g  th e  new f l o r i d  I t a l i a n  s ty le  w ith  i n s t r u ­
m en ta l accom panim ent.21
I t  was to  t h i s  s o r t  o f  tre a tm e n t o f  sac red  m usic , no d o u b t, th a t
F e ijo o  was o b je c t in g  (s e e  page 1 8 ).
By th e  l a t e  s ev e n te en th  c e n tu ry , s t r in g e d  in s tru m e n ts  were
being  u sed  e x te n s iv e ly  in  v a r io u s  p a r t s  o f S p a in . In  1687 A ntonio
S t r a d iv a r iu s  was commissioned by the  Span ish  crown to  c o n s tru c t  a
q u in te t  of in s tru m e n ts  c o n s is t in g  o f two v i o l i n s ,  two v io l a s ,  and
one c e l l o .  B esid es  th e se  and o th e r  Cremona in s tru m e n ts . King C arlo s
I I  (1665-1700) p o ssessed  se v e ra l by F lo re n t in e  m akers. In  th e
e ig h te e n th  c e n tu ry , o th e r  f in e  in s tru m en ts  were pu rchased  by the  
22Bourbon k in g s .
IQ
M it ja n a ,  M usique, 4 :2185 .
20M it ja n a ,  Musique, 4 :2083 .
21Chase, M usic, p .  121.
2.2. /  /Jose  G arc ia  M arce llan ,  H i s to r i a  de lo s  in s tru m en te s  de
musica c o n s t ru id o s  por S t r a d i v a r i u s  y Amati que en l a  a c tu a l id a d
posee l a  c a p i l l a  (Madrid: Iraprenta de Bernardo R odriguez , 1919),
p . 35 .
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By 1733 th e  R oyal Chapel in  M adrid had e lev en  v i o l i n i s t s  in  
i t s  employment. The need fo r  s t r in g  p la y e rs  and o th e r  in strum enta*  
l i s t s  in c re a se d  th roughou t th e  c e n tu ry , both  in  Madrid and in  o th e r  
c i t i e s ,  because sac red  com positions w ith  f u l l  o r c h e s t r a l  accompani­
ment w r i t t e n  between th e  y e a rs  c a . 1720 and 1800 numbered in  the  
23s e v e ra l  hu n d red s .
The n a t iv e  Span ish  s t r in g  p la y e r s  were a p p a re n tly  h ig h ly
com petent p e rfo rm e rs .
Nlngun h is to r ia d o r  hace mencion de lo s  v l o l i n l s t a s  
e sp a n o le s  de f in e s  d e l s ig lo  XVII y p r in c ip le s  de l 
X V III, p ero  s i e s te  s l le n c io  ta n to  en p u b lic a c io n e s  
n a c io n a le s  como e s t r a n je r a s  nos p r iv a  de poder m a n ife s te r  
lo s  nombres de lo s  p ro fe so re s  que nos se d is t in g u le ro n  en 
E spana, no po r e s ta  se c ré a  que fueron  in f e r io r e s  a lo s  
f r a n c e s e s  e i ta l i a n o s .2 4
(No h i s to r i a n  m entions th e  Spanish  v i o l i n i s t s  from the  
end o f th e  sev en teen th  and th e  beg inn ing  o f th e  e ig h te e n th  
c e n tu r i e s .  However, i f  t h i s  om ission  in  lo c a l  as  w ell 
a s  fo r e ig n  p u b lic a t io n  p re v e n ts  u s  from knowing th e  names 
o f  th o se  p e rfo rm ers  vdio d is t in g u is h e d  them selves in  S pain , 
i t  shou ld  n o t le ad  us to  b e lie v e  th a t  they  were in f e r io r
to  t h e i r  con tem poraries  in  I t a l y  and F ra n c e .)
L a te r  in  th e  c en tu ry  when one o f th e  v io l in  s tu d e n ts  o f
T a r t i n i  named C r is t ia n o  R in a ld i ( f l .  c a .  1750-1770) a r r iv e d  in
S p a in , i t  was commented th a t  th e re  were a lre ad y  many e x c e lle n t  
v i o l i n i s t s  in  Spain  who were sa id  to  be th e  equal o f R in a ld i .  These 
S p a n ia rd s , a l l  o f whom f lo u r ish e d  c a .  1750-1770, in c luded  Esteban
See* H ig in io  Angles and Jo se  S u b ira , C atalogo m usical 
de l a  b ib l io te c a  n a c io n a l de M adrid. 3 v o l s . ,  v o l .  2: Musica
sag rad a  (B arce lo n a ; Casa p ro v in c ia l  de c a r id a d — im p ren ta -e scu e la , 
1 9 4 7 - 5 1 ) ( h e r e a f te r  c i te d  a s  A n g les-S u b ira , G atalogo) .
^^S oriano  F u e r te s ,  H is to r ia ,  4 :8 2 .
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25I s e r n ,  F e lip e  M onreal, Juan Ledesma, and F ran s isco  G uerra . I s e rn  
and M onreal were employed a t  th e  Royal Chapel in  Madrid in  th e  
1760 sand  1770s. O ther comments by Soriano  F u e rte s  a t t e s t  to  the  
h igh  q u a l i ty  o f Spanish  s t r in g  p la y e rs ;  from th e i r  r e p e r to i r e ,  which 
inc luded  Haydn and B o cc h e rin i, i t  could be deduced th a t  they were 
p la y e rs  o f c o n sid e ra b le  s k i l l  (assum ing th a t  the  m usic was w e ll-  
perform ed) .
The demand fo r  woodwind p la y e rs  a lso  in c reased  in  the
e ig h te e n th  cen tu ry  as a r e s u l t  o f more opera  p ro d u c tio n s  and church
perform ances. A number o f n a t iv e  S pan iards achieved some fame,
lo c a l ly  and in te r n a t io n a l ly ,  as  v i r tu o s o s .  L uis Mison (?-1766)
reached  n ear-m y th ica l fame as  a f l a u t i s t  th roughout S p a in . The P la
b ro th e r s ,  Ju an , J o se , and Manuel ( f l .  c a .  1760-1780) were a l l  w e ll-
2 /
known o b o is ts  (see  C hapter IV ).
At which p o in t ,  h i s t o r i c a l l y ,  th e se  in s tru m e n ta l is ts  l ib e r a te d  
them selves from th e  p i t s  o f th e a te r s  and th e  c h o ir  l o f t s  o f churches 
in  o rd e r to  c o n ce n tra te  on th e  perform ance of chamber m usic has no t 
been e x a c tly  determ ined . The e a r l i e s t  known chamber music com position  
by a S pan iard  d a te s  from c a . 1750, Jo se  H errando’ s Sonatas fo r  V io lin  
and B ass , now no lo n g er e x ta n t (s e e  C hapter V I) . The w rit in g  o f t h i s  
work, l ik e  many o th e r  chamber co m p o sitio n s, was encouraged by th e  
n o b i l i t y .  The Spanish co u rt e s p e c ia l ly  took g re a t  in t e r e s t  in  chamber
25Soriano  F u e r te s ,  H i s to r ia , 4 :8 2 .
56B elg ray , " B ru n e t t i ,"  p . 86, 
^^M itjana , M usique» 4 :2180 .
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m usic perfo rm ances. In  th e  e ig h te e n th  c e n tu ry , th e  a f f a i r s  o f s t a t e
were e i th e r  r e l a t e d  to  camara o r c a p i l l a . th e  form er r e f e r r in g  to
any even t n o t connected  w ith  the  ch u rch . Thus,
Musica p a ra  l a  can ara  d id  n o t n e c e s s a r i ly  mean chamber 
m usic , bu t r a th e r  m usic which cou ld  be enjoyed in  any 
p a r t  o f th e  c o u r t  ex cep t th e  c h a p e l. Los m usicos de la  
camara were th e  m usic ians chosen to  perform  in  connection  
w ith  th e  s e c u la r  a c t i v i t y  o f th e  p a la c e , and a lthough  
th ey  m ostly  p layed  m usic fo r  a sm all number o f in s t r u ­
m en ts, they  were no t n e c e s s a r i ly  so l im i te d .  They could 
co nce ivab ly  perform  in  the  z a rz u e la s , to n a d i l la s  and 
o th e r  forms o f  e n te r ta in m en t fo r  th e  p le a su re  o f the  k in g .
The type of m usic depended to  a la rg e  e x te n t upon the 
s iz e  o f th e  room in  which i t  was to  be perform ed.28
P h il ip  V, F erd inand  V I, and C arlo s  IV were a l l  a c t iv e  sup­
p o r te r s  o f  s e c u la r  and sac red  m usic . I t  was th e se  monarchs and o th e r  
noblemen who gave im petus to  th e  p re sen t-d ay  c o n tra t  of chamber m usic. 
Among th e  le a d e rs  in  t h i s  d ir e c t io n  was th e  tw e lf th  Duke of A lba,
Don Fernando de S ilb a  y A lvarez de Toledo (1714-1776). Don Fernando 
was a man who had tra v e le d  e x te n s iv e ly  and had been accorded many 
m i l i t a r y  h o n o rs . B esides h is  p ro fe s s io n a l a c t i v i t i e s  as s o ld ie r  
and s ta tesm an , he was keen ly  in te r e s te d  in  th e  a r t s .  He kep t com­
pany w ith  o th e r  i n t e l l e c t u a l s ,  in c lu d in g  Jean  J .  R ousseau, w ith
29whom he corresponded  a t  le n g th . The duke was a v i o l i n i s t  and 
p a tro n iz e d  many p ro fe s s io n a l  m usic ians who stay ed  a t  h is  summer home, 
th e  P a la c io  de l i r i a , where la rg e  q u a n t i t ie s  o f music were composed 
and perform ed. T h is  was a p p a ren tly  the  b ir th p la c e  o f Spanish  chamber 
m usic . When th e  P a la c io 's  m usical c o n ten ts  were d iscovered  in  1927
28B elg ray , " B ru n e t t i ,"  pp . 74-75 . 
^ ^ u b i r a .  A lba, p p . 8 6 f f .
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by J o s ^  S u b ira , he s t a t e d ,  " •  . .  nos prueba hoy docum entalm ente que 
d u ran te  e l  decen io  1750-1760, l a  c a sa  de Alba fomento e l  c u l t iv o  de 
la  m usica de camara e sp a n o la ."  (T h ere  i s  now documented p roo f 
th a t  du rin g  th e  decade o f 1750 to  1760 th e  house o f Alba In s t ig a te d  
th e  c u l t iv a t io n  of S pan ish  chamber m u s ic .)  S u b ira  d isco v e re d  no 
few er than  e ig h ty  chamber m usic com positions by n a tiv e  S p a n ia rd s .
The P a la c io  de l i r i a  a ffo rd e d  p le a s a n t  su rro u n d in g s  fo r  the  
composing o f m usic .
E l suntuoso  hogar de e s to s  m agnates o f r e c io  v a s to  campo 
p a ra  e l  c u l t iv o  m u s ic a l, como lo  h a v ia  o f re c id o  e l  Conde 
B ard i en I t a l i a  e l  s ig lo  y medio a n te s ,  y como a l a  sason 
v en ian  o frec ien d o  lo  e l  de l a  Pouplin iW e en F ra n c ia  y e l  
d e l Conde de E s te rh azy  en ^ s t r i a .
Aquel am biente p ro p r io  p a ra  e l  c u l t iv o  de a r t e  in f lu y o  
tam bién sobre  e l  animo de i l u s t r e s  c a b a l le r o s ,  que s in  
e l  a l i c i e n t e  de ta n  g r a ta s  s e s io n e s  m u s ic a le s , t a l  vez 
no h a b ria n  s e n tid o  l a  n eces id ad  de d e d ic a rse  a la  
compo s ic  i ^ n ^
(The splendorous d w elling  o f th e se  m agnates o f fe re d  id e a l  c ircum ­
s ta n c e s  fo r  th e  f o s te r in g  o f  m u sic , as Count B ard i had done in  
I t a ly  a cen tu ry  and a h a l f  b e fo re  and as was being  done contem­
poraneously  by La P o u p lin ie re  in  F rance  and by Count E s te rh azy  
in  A u s tr ia .
The n e ce ssa ry  environm ent fo r  th e  c u l t iv a t io n  o f th e  a r t s  a lso  
had some e f f e c t  on th e  a t t i t u d e s  o f  th o se  i l l u s t r i o u s  gen tlem en, 
who, w ith o u t th e  in c e n tiv e  o f such rew ard ing  m u sica l e x p e r ie n c e s , 
perhaps would n o t have f e l t  th e  need to  d e d ic a te  them selves 
to  th e  a r t  o f co m p o sitio n .)
O ther noblemen who sponsored  th e  com position  and perform ance 
o f chamber m usic in c lu d e d , in  th e  c i t y  o f  C ad iz , bo th  th e  Count of 
Urena and th e  Count o f C la v i jo .  The P rin ce  o f A s tu r ia s ,  h im se lf a
“i n S u b ira , A lba, pp . 101-02 . 
^ ^ S u b ira , A lba , p . 106.
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v i o l i n i s t  and su ccesso r to  th e  S pan ish  th ro n e , and th e  Duchess o f
Benavente b o th  a c t iv e ly  supported  chamber m usic . In  the  l a t e
e ig h te e n th  c e n tu ry , "N obles and d ig n i t a r i e s  v ie d  w ith  men o f l e t t e r s
in  g iv in g  m u sica l s o ir e e s  a t  which th e  m usic o f Haydn and B o cch erin i
32was g iven  a p la ce  of h o n o r."  A lice  B elgray summarized v e ry  w ell
th e  m u s ic a l- s o c ia l  s i tu a t io n  in  l a t e  e ig h te e n th .c e n tu ry  S p a in .
P u b lic  c o n c e rts  were slow to  develop in  S p a in . Except 
fo r  opera  and p u b lic  f e s t i v a l s ,  m usic was enjoyed only  
by th o se  who were f o r tu n a te  enough to  a tte n d  th e  c o u rt 
o r  th e  s o ire e s  in  th e  e x c lu s iv e  sa lo n s  o f th e  n o b i l i ty .
T here , composers were com pensated fo r  th e i r  e f f o r t s  
under th e  system  of p a tro n ag e— s t i l l  the  prim ary  means 
in  Spain fo r  a composer to  be heard  by an audience and 
ea rn  a l iv e l ih o o d .
The m usica l sa lo n s  o f  M adrid, . . .  sponsored by a few 
w ealthy  fa m ilie s  o f noble  s t a t u s ,  . . .  were th e  p r in -  
c ip a l  o u t l e t  fo r  m usic o u ts id e  th e  c o u r t .  The m usical 
s o ire e s  o f the  nobles were l im ite d  to  a sm all m in o rity  
o f  d i l e t t a n t e s  who were in c lu d ed  by th e  nob le  f a m ilie s  
in  t h e i r  p r iv a te  hom es.33
Among th e  f a v o r i te  composers in  Spain was F ranz Joseph Haydn,
and one o f h is  a rd e n t adm ire rs  was a p o e t-m u sic ian  named Tomas de
I r i a r t e  ( f l .  c a ,  1770-1780). Groups o f m usic ians g a th ered  a t
I r i a r t e 's  home to  p lay  th e  chamber m usic o f Haydn and o th e r  com posers.
In  1779 I r i a r t e  w rote a long poem in  fo u r p a r t s  e n t i t l e d  La m usica .
which i s  an a lle g o ry  concern ing  th e  powers o f m usic . In  the  poem
34he exp ressed  h is  ad m ira tio n  o f Haydn and o th e r  com posers.
1779).
^^Chase, M usic, p .  109.
^^B elgray , " B r u n e t t i ,"  p .  110.
^^Tomas de I r i a r t e  y O ropesa, La m usica (M adrid: n . p . ,
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King C arlo s  I I I ,  though n o t an e n th u s ia s t ic  su p p o rte r o f
m u sic , a ls o  h e ld  Haydn in  h igh  esteem , and in  1781 he
• • • sen t Haydn a golden snuffbox s e t  w ith  diamonds.
What p leased  th e  r e c ip ie n t  even more than  the  g i f t  
i t s e l f  was th e  manner in  which i t  was p re s e n te d . The 
s e c re ta ry  o f the  Spanish  L egation  came to  E s te rh aza  
fo r  th e  so le  purpose o f handing over the  ro ^ a l g i f t  
and e x p re ss in g  h i s  m onarch 's  g r e a te s t  esteem  fo r  H aydn's 
m u s ic . . . .  What th e  S pan ish  c o u rt thought o f Haydn 
i s  a ls o  r e f le c te d  in  th e  a t t i t u d e  o f th e  composer L u ig i 
B o cc h e rin i, who was s ta y in g  a t  th a t  tim e in  M adrid. . . .  
B o cch e rin i adopted H aydn's s ty le  to  such an e x te n t th a t  
th e  N eap o litan  v i o l i n i s t ,  Guiseppe Puppo, nicknamed him 
"H aydn's w ife ."^ ^
In  th e  c i t y  o f C ad iz , th e  works o f Haydn were known and 
lo v ed . In  1783 the  Count o f Urena and some o th e r  noblemen commis­
s ioned  Haydn to  compose music fo r  th e  m e d ita tio n  s e rv ic e s  observed 
each Good F r id a y . In  th e  c a th e d ra l a t  Cadiz during  th e  Good F rid ay  
s e r v ic e ,  each o f th e  seven l a s t  words o f C h r is t  was r e c i t e d ,  
fo llow ed  by a long s i le n c e  in tended  fo r  m e d ita tio n . I t  was during  
t h i s  p e rio d  o f s i le n c e  chat H aydn's work was to  be p la y ed . In  1801 
when th e  firm  o f B re itk o p f & H a rte l pu b lish ed  The Seven Words o f the  
S av io r on th e  C ro ss ,  Haydn w rote a p re fa c e , p a r t  o f which i s  g iven  
below:
About f i f t e e n  y ea rs  ago I was asked by th e  C ath ed ra l C hapter 
o f  C adiz to  compose in s tru m e n ta l music on th e  Seven Words o f 
J e su s  on th e  C ro ss . . . .  The ta sk  o f w ritin g  seven a d ag io s , 
o f which each should l a s t  some te n  m in u te s , to  fo llo w  one 
an o th e r w ith o u t t i r i n g  th e  l i s t e n e r s ,  was n o t one o f th e  e a s i e s t ;  
and I soon found th a t  I  could  n o t adhere to  th e  g iven  tim e . The 
m usic was o r ig in a l ly  w ith o u t t e x t .  . .
35K arl G e rin g e r, Haydn, a C re a tiv e  L ife  in  Music (New York:
W. W. N orton , 1946), pp . 76-77 (h e r e a f te r  c i te d  as G e ir in g e r , Haydn) .
36Joseph Haydn, P reface  to  The Seven L ast Words of C h r i s t , 
quoted  and t r a n s la t e d  by H. C. Robbins Landon in  Haydn,  w r i t te n  in  
a s s o c ia t io n  w ith  Henry Raynor (New York: P raeger P u b lis h e rs ,  I n c . ,
1972), p p . 57-58 ( h e re a f te r  c i te d  a s  Landon-Raynor, Haydn) .
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The Seven Words was o r ig in a l ly  w r i t te n  as  an o r c h e s t r a l  
work scored  fo r  s t r i n g s ,  two f l u t e s ,  two ob o es, two 
b assoons, two tru m p e ts , fo u r  h o rn s  and drums. Two y e a rs  
l a t e r ,  in  1787, Haydn re a rra n g e d  i t  as a s e r ie s  o f  p ie c e s  
f o r  s t r in g  q u a r te t ,  in  which form  i t  i s  f re q u e n tly  heard  
nowadays though th e  f u l l  o r c h e s t r a l  v e rs io n  i s  n o t o f te n  
p la y e d . Round about 1794, a c e r t a in  F r ie b e r th  a rran g ed  
i t  as a c h o ra l work; Haydn a p p a re n tly  d is l ik e d  what 
F r ie b e r th  had done and in  about 1796 made h is  own c h o ra l 
v e r s io n , adding two c l a r i n e t s  and two trom bones to  th e  
o r c h e s t r a .  Baron von S w ie ten , who was to  p ro v id e  him 
w ith  th e  words fo r  The C re a tio n  and The S easons, re -w ro te  
th e  te x t  th a t  F r ie b e r th  had used*37
The fe e  p a id  to  Haydn by th e  C adiz church  was d e liv e re d  in  a unique
m anner. Haydn re c e iv e d  a l i t t l e  box f i l l e d  w ith  a c h o co la te  cak e .
A n g rily , he c u t th e  cake , th in k in g  t h i s  was h is  t o t a l  f e e ;  to  h is
38s u r p r is e ,  i t  was f i l l e d  w ith  g o ld  p ie c e s .
As m entioned p re v io u s ly . King C arlo s IV was an am ateur v io ­
l i n i s t .  He p a r t ic ip a te d  in  v a r io u s  m u sica l p ro d u c tio n s  in  th e  Royal 
P a la ce , and in  th e  Royal C hapel. W hile s t i l l  in  I t a l y  he began v io l in  
le s s o n s , and, a f t e r  a r r iv in g  in  S p a in , he con tin u ed  to  study  w ith  
Gaetano B r u n e t t i .  Some music h i s to r i a n s  have r e le g a te d  C arlo s  to  the  
ranks o f a poor p la y e r ,  bu t Ruiz  C asseaux quoted s e v e ra l so u rces  th a t  
a t t e s t e d  to  C a r lo s ' competent p la y in g  a b i l i t y .  R uiz C asseaux a lso
b e lie v ed  th a t  C a r lo s ,  p robab ly  more th an  any o th e r  in d iv id u a l ,  con-
39t r ib u te d  to  th e  expansion of m usic in  S pain .
37Landon-Raynor, Haydn, p . 5 8 .
38G e ir in g e r , Haydn, p .  78 .
39 ,Juan Antonio Ruiz C asseaux y Lopez de C a rv a ja l ,  La m usica
en la  c o r te  de Don C orlos IV y su in f lu e n c ia  en la  v id a  m usical
espanola  (Madrid: Real academia de b e l l a s  a r t e s  de San Fernando,
1959), p .  13.
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As a re ig n in g  m onarch, C arlo s  IV lacked  a l l  th e  s tre n g th  
o f c h a ra c te r  and le a d e rsh ip  which h is  f a th e r  e x h ib ite d , 
b u t a s  a m u s ic ian , he fo s te re d  a new i n t e r e s t  in  th e  a r t  
[ o f  m usic] and b rought m usic ian s  to  a h ig h e r le v e l  o f 
accep tance  a t  th e  c o u r t .  W hether Spain  s u ffe re d  o r  ga ined  
because o f h is  m u sica l involvem ent i s  d eb a tab le
A fte r  C arlo s  ascended th e  th ro n e  in  1788, he e s ta b l is h e d  th e  r e a l  
camara de m usica de in s tru m en tes  de arco  ( ro y a l chamber m usic o f 
s tr in g e d  in s tru m e n ts ) ;  f o r  t h i s  group s e v e ra l  new in s tru m en ts  were 
purchased  and o th e r s  r e s to r e d .  I t  was t h i s  group which B ru n e tt i  
d ir e c te d  (s e e  page 2 2 ) . The r e a l  camara had e lev en  p la y e rs  w ith  
th e  fo llo w in g  in s tru m e n ta tio n : fo u r v i o l i n i s t s ,  one v i o l i s t ,  two
o b o is t s ,  one doub ling  on h a rp s ic h o rd , ont c e l l i s t ,  one keyboard 
p la y e r ,  one b u g le r  o r tru m p e te r , and one b a s s o o n is t .  T his body 
p layed  o n ly  in  th e  k in g 's  p r iv a te  q u a r te r s  o r in  th e  v a rio u s  sa lo n s  
in  th e  p a la c e ; i t  d id  n o t perform  in  th e  Royal Chapel o r  in  
th e a t e r s ,  e x is t in g  p u re ly  fo r  th e  k in g 's  own d iv e r s io n . I f  n eces­
s a ry , i t  co u ld  be en la rg ed  by th e  a d d itio n  o f members from th e
41Royal Chapel o r c h e s t r a .
The Royal Chapel o r c h e s t r a ,  compared to  th e  s iz e  o f o th e r
e ig h te e n th -c e n tu ry  o r c h e s t r a s ,  was an e x c e p tio n a lly  la rg e  g roup .
In  a l i s t  o f  m u s ic ia n s , p robab ly  drawn up in  th e  y ear 
1794 d u rin g  th e  re ig n  o f C arlo s  IV, th e  o rc h e s tr a  and 
chorus in c lu d ed  sev en ty -n in e  m u s ic ian s , p lu s  te n  v io ­
l i n i s t s  a ls o  l i s t e d  a s  v i o l i s t s ,  as w e ll as  one trum pet 
p la y e r  a ls o  p la y in g  c la r in e  and one b a sso o n is t p lay in g  
f a g o t t in o .  Thus th e  sev en ty -n in e  m u sic ian s  f i l l e d
^ ^B elg ray , " B r u n e t t i ,"  p .  28. 
^^B e lg ray , " B r u n e t t i ,"  p p . 7 7 f f .
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n in e ty -o n e  p o s it io n s *  The documents in  th e  a rc h iv e s  
re c o rd  each m u s ic ia n 's  p o s i t io n  and s a l a r y , 42
The m u sica l h o ld in g s  o f C a r lo s  I V s  l ib r a r y  were co n sid erab le*
In s tru m e n ta l m u sic , p r im a r i ly  chamber m usic , w r i t t e n  by over 120
composers was a v a i la b le  to  him* Among th e  composers in c lu d ed  in  the
c o l le c t io n  were B eethoven, C o r e l l i ,  D i t t e r s d o r f ,  Joseph  and M ichael
Haydn, K re u tz e r , M ozart,and  K arl S ta m itz , to  name b u t a  few* The
. y 43e n t i r e  c o l le c t io n  was ca ta lo g u ed  by Jo se  Subira*
M ith th e  e n try  o f N ap o leo n 's  tro o p s  in to  M adrid and th e  
a b d ic a tio n  o f C arlo s  IV in  1809, th e  " e ig h te e n th -c e n tu ry  e ra "  was 
brought to  a c lo s e ,  and a new e ra  began in  Spain* However, du ring  
th e  p reced in g  h a lf -c e n tu ry  more th an  t h i r t y - f i v e  n a t iv e  Spanish  com­
p o sers  f lo u r is h e d  and w rote an abundance o f chamber music*
^^B elg ray , " B r u n e t t i ,"  p* 87*
^^See: Jo se  Subira^, "La im isica de cmnara en la  c o r te  m adrilena
d u ran te  e l  s ig lo  XVIII y p r in c ip le s  d e l XIX," A nuario m u sica l 1 (1946), 
p p . 181-94 ( h e r e a f te r  c i te d  as  S u b ir a ,  "C orte  m a d r ile n a " )*
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CHAPTER IV
LIVES AND WORKS OF KNOWN SPANISH 
CHAMBER MUSIC COMPOSERS
T his  c h a p te r  i s  devoted  to  a d is c u s s io n  o f b io g ra p h ic a l 
in fo rm atio n  co n cern in g  th e  Span ish  chamber m usic composers and a 
b r i e f  survey o f  t h e i r  m u sic . In  many in s ta n c e s  l i t t l e  more than  
p la c e  of a c t i v i t y  an d /o r tim e o f f lo u r is h in g  i s  known.
The p r e s e n ta t io n  i s  in  two p a r t s ,  th e  f i r s t  d e a lin g  w ith  com­
p o s e r s ,  some o f whose m usic i s  in  th e  w r i t e r 's  p o sse ss io n  and which 
i s  d iscu ssed  in  C hapter V I, and th e  second, d e a lin g  w ith  th e  rem ain­
ing  com posers. The c r i t e r i a  u sed  fo r  th e  s e le c t io n  o f m usic to  be 
examined a re :  (1 ) i t s  r e l a t i v e  im portance w ith  re s p e c t to  th e  e n t i r e
known chamber m usic r e p e r to i r e  by Spanish  com posers, and (2 ) i t s  
a v a i l a b i l i t y .  The m usic o f n in e  composers was o b ta in e d , a number 
which r e p re s e n ts  s l i g h t ly  more th an  o n e -fo u rth  o f the  t o t a l  number o f 
composers in c lu d ed  in  t h i s  r e p o r t .  In  t h e i r  own tim e , th e se  men were 
well-known and w idely  re s p e c te d .  S ev e ra l t r a v e le d  to  o th e r  c o u n tr ie s  
and re c e iv e d  re c o g n it io n  o u ts id e  S p a in . For most o f them , the  
w r i t in g  of chamber m usic was n o t t h e i r  on ly  co m p o sitio n al i n t e r e s t .
The works which a re  to  be d iscu ssed  t o t a l  108 in d iv id u a l com­
p o s i t io n s ,  o r  n e a r ly  o n e -h a lf  o f  th e  known e x ta n t  r e p e r to i r e  o f  220 
in d iv id u a l p ie c e s .  I t  would appear th a t  th e  108 works examined fo r
39
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t h i s  r e p o r t  c o n s t i tu te  a  sample o f s ig n i f ic a n t  s iz e  upon which to
make judgements*
The f i r s t  p a r t  o f t h i s  c h ap te r fo llo w s th e  o rg a n iz a tio n a l
o u t l in e  o f th e  a n a ly s is  p re se n te d  in  C hapter V I. In  th e  second
p a r t ,  th e  composers a re  l i s t e d  a lp h a b e tic a lly *
Jose  Herrando (? -1763) was among th e  e a r l i e s t  composers of
chamber music* H is b i r th p la c e  i s  assumed to  be M adrid, fo r  th a t  was
th e  home o f h i s  m o ther, M aria L ouisa de Chavez, who was a s in g e r in
v a r io u s  th e a te r s  in  M adrid*^ In  1747 Herrando was employed as a
v i o l i n i s t  in  th e  P a la c io  de buen r e t i r o « th e  m ajor th e a te r  in  Madrid*
In  a d d it io n  he h e ld  v i o l i n i s t s '  p o s i t io n s  a t  the  S i t i o s  r e a le s
(a n o th e r  t h e a t e r ) ,  th e  Convento de la  en ca rn ac io n , and th e  Royal
2
Chapel o f  D escalzas r e a l e s  de M adrid, th e  l a t t e r  in  1756* Herrando 
was a ls o  under th e  p a tro n ag e  of se v e ra l noblemen in c lu d in g  F ran c isco
3
Ponce de Leon, Duke o f  Arcos ( f l *  1755-65), and th e  Duke o f Alba 
(se e  page 32) a t  whose summer re s id e n c e , the  P a lac io  de l i r i a * he 
perform ed and composed s e v e ra l  com positions*
During Herrando*s l i f e t i m e  he had gained  renown as  a v i o l i n ­
i s t*  In  h i s  pedagog ica l work. A rte  * * * de to c a r  e l  v i o l i n  (The Art 
o f  V io l in  P lay in g ) he claim ed to  be a s tu d en t  o f  C o r e l l i ,  an a s s e r t io n  
which has n o t  been v e r i f i e d  in  any o th e r  source* S u b ira  b e l iev ed  
Herrando s tu d ie d  v i o l i n  w ith  an I t a l i a n  v i o l i n i s t  named Jaime Facco
^H am ilton, M usic, p* 11*
2 /S u b ira , M an a lt, p* i i i *
3 /D ic c io n a rio  la b o r ,  s* v . "H errando, J o s e ."
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4
(£ ! •  c a ,  1750), who spen t most o f h is  a d u lt l i f e  in  Spain* Herrando 
was an a s s o c ia te  of F a r in e l l i  w ith  whom he worked a t  buen r e t i r o . 
Herrando w rote and d e d ica te d  to  him a com position e n t i t l e d  S onatine  
a so lo  per v io l in o  de V co rd e , which now l i e s  in  th e  Museum of the  
L iceo , Bologna, I t a l y ,  where i t  i s  l i s t e d  under "E rrando ,
G iuseppe."^
Some m inuets by Herrando a re  inc luded  in  E igh teen  New Spanish  
M inuets fo r  Two V io lin s  and a B ass, p u b lish ed  c a . 1755.^ U nfor­
tu n a te ly ,  f iv e  o th e r  composers a re  a lso  re p re se n te d  in  th e se  m inue ts; 
and , th e re  being  no in d ex , i t  i s  im possib le  to  determ ine who w rote 
which m in u e t.
S u b ira  d iscovered  a number o f H erran d o 's  m anuscrip t composi­
t io n s  a t  the  P a la c io  de l i r i a ; however, a l l  o f th e se  works were 
d estro y ed  during  th e  c i v i l  war o f 1936-39. S ub ira  ca ta logued  th e  
com positions in  h is  p u b lic a tio n  on th e  house o f A lba. Included among 
th e se  works w ere: S e is  t r i o s  p a ra  dos v io l in e s  y b a jo , 1751; two
^Subira^, H is to r ia , p . 244.
^Gaetano G a sp a rin i, ed . C atalogo d e l la  b ib l io te c a  de Liceo 
M usicale d i  B ologna, 4 v o ls .  (Bologna: R egia t ip o g r a f ic a  f r a t e l l i n i
M erlan d i, 1905), 4 :1905 .
^From th e  in fo rm ation  on th e  t i t l e  page i t  i s  p o s s ib le  to  
determ ine th e  approxim ate p u b lish in g  da te  of a com position . B r i t i s h  
music p u b lis h e rs  in  th e  e ig h te e n th  cen tu ry  changed th e i r  t i t l e  pages 
as th e  company moved o r changed ow ners. The d a te s  o f th ese  changes 
a re  reco rd ed  and the  in fo rm ation  on th e i r  t i t l e  pages i s  in d ic a t iv e  
o f th e se  changes; th u s , the  approxim ate d a te  of p u b lic a tio n  can be 
a s s e r te d .  For t h i s  p u b lic a tio n  of H errando, see G ro v e 's . s .v .  
"Johnson , Jo h n ."
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s e t s  o f  co m positions w r i t t e n  s p e c i f ic a l ly  f o r  th e  Duke of Alba 
e n t i t l e d  (tw e lv e ) S on a tas  p a ra  v io l in  y b a jo  and (tw e lv e ) T occatas 
p a ra  v i o l i n  y  b a le  ( c a .  1750) ( th e  T o cca ta s  a re  each c a l le d  " so n a ta s"  
in d iv id u a l ly ,  and show no d if f e r e n c e  in  any way from th e  works c a l le d  
S o n a ta s ) ;  and L ib ro  de d i f e r e n te s  le c c io n e s  p a ra  v io la  ( Book o f 
D if f e re n t  L essons fo r  th e  V io la ) ,  w r i t te n  s p e c i f i c a l ly  fo r  th e  Duke 
o f A lb a 's  so n , th e  Duke o f  Hues car ( f l .  c a .  1760-75), which inc luded  
some s tu d ie s  f o r  th e  v i o l i n  as  w e l l .^  Jo aq u in  N in , a Spanish  p ia n is t  
o f th e  e a r ly  tw e n tie th  c e n tu ry , e d i te d  and r e a l iz e d  th e  b ass  p a r t  of 
te n  s e p a ra te  movements from th e  T o cca tas  and th e  S onatas m entioned 
above and p u b lish e d  them in  1927 under th e  t i t l e  C la ss iq u e s  Espagnols
g
du v io lo n .  Each movement was g iv en  a d e s c r ip t iv e  t i t l e ,  b u t Nin 
f a i l e d  to  m ention  from which S onata  o r T occata  each movement was 
ta k e n . These te n  movements a re  th e  on ly  known su rv iv in g  p ie c e s  from 
th e  P a la c io  de l i r i a .
The o th e r  known e x ta n t  works by Herrando a re  T res duos nuevos 
a dos v io l in e s  (Three D uets fo r  Two V io l in s )» 1760, now lo c a te d  in  
th e  B ib l io te c a  n a c io n a l , M adrid , and a r a th e r  unusual work. C aprice  
s u iv i  d 'u n  theme v a r ié  e t  d ia lo g u e  pour harpe  e t  p ia n o fo r te ,  oeuvre 
posthume (C a p r ic io  Taken from a Theme. V aried  and Exchanged fo r  Harp 
and P ian o . Opus Posthum ous). The l a t t e r  work i s  in  th e  B ib lio th èq u e
^ S u b ira , A lba, p p . 1 2 1 ff .
O y
Jo se  H errando, C la ss iq u e s  Espagnols du v io lo n , e d . by 
Jo aq u in  Nin ( P a r is :  Max É sch ig , 1927).
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
43
n a t io n a l , P a r i s ,  F ran ce , A lso s t i l l  in  e x is ta n c e  a re  s e v e ra l o f 
H erran d o 's  works fo r  th e  s ta g e  which were su c c e ss fu l in  t h e i r  own 
tim e . C opies o f th e se  works a re  lo c a te d  in  th e  B ib lio te c a  n a c io n a l , 
M adrid .
Herrando i s  re p u te d ly  th e  a u th o r o f th e  f i r s t  manual o f 
v io l in  p lay in g  to  have been w r i t t e n  in  S p a in . I t  i s  c a l le d  A rte  y 
p u n tu a l modo de to c a r  e l  v io l i n  (The A rt and P re c is e  Manner o f  P lay ­
ing th e  V io lin ) and was p u b lish e d  in  F rance in  1756 and p e rm itte d  
e n try  in to  Spain  by ro y a l p r iv i l e g e  in  1757. (A copy can be found 
in  th e  B ib lio te c a  n a c io n a l , M ad rid .)  The work c o n ta in s  m a te r ia l  
reg a rd in g  th e  c o n s tru c tio n  o f th e  v io l in  and in s t r u c t io n  on how to  
p lay  i t ,  as w e ll a s  s e v e ra l  " le s s o n s "  by Herrando th a t  amount to  
being  l i t t l e  s o n a ta s .
Antonio S o le r  ( b .  O la t de P o r te r a ,  C a ta lo n ia , 1729; d .  El 
E s c o r ia l  M onastery , E s c o r ia l ,  1783), th e  s tu d en t o f Domenico 
S c a r l a t t i ,  e n te re d  th e  school o f th e  E sco lo n ia  o f M o n tessara t a t  
th e  age o f s ix  y e a r s .  He began m u sica l s tu d ie s  th e re  and made ra p id  
p ro g re s s . In  1752 he took  h o ly  o rd e rs  and e n te re d  th e  m onastery  o f 
E s c o r ia l  n ea r M adrid, where he sp en t th e  r e s t  of h is  l i f e  as 
o rg a n is t  and com poser. H is body o f works i s  e x ten s iv e  and in c lu d e s  
s e v e n ty -f iv e  h a rp s ic h o rd  s o n a ta s , so lo  organ w orks, r e l ig io u s  vo cal 
m u sic , s ix  c o n c e r t i  f o r  two o rg a n s , and th e  com positions th a t  a re  




C hase, M usic, p .  114,
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Today, S o le r  i s  p robab ly  b e s t  known f o r  h i s  keyboard s o n a ta s ,
and f o r  the  f a c t  t h a t  he con tinued  th e  t r a d i t i o n  o f  Domenico
S c a r l a t t i ,  a t e a c h e r - s tu d e n t  r e l a t i o n s h ip  which i s  documented in
v e ry  few so u rc e s .
Thanks to  a n o te  w r i t t e n  by Lord F i tz w i l l i a m  on 14 Feb.
1772, th e  day he v i s i t e d  S o le r  a t  the  E s c u r i a l ,  i t  i s  
known th a t  S o le r  had been a p u p i l  of Domenico S c a r l a t t i .
As th e  l a t t e r  d ied  in  Madrid in  1757, th e  c o n ta c t  
between S o le r  and th e  N eap o li tan  m aster  p robab ly  l a s t e d  
f i v e  y e a r s . 10
The s t r i n g  q u in te t s  were w r i t t e n  f o r  I n f a n te  Don G a b r ie l ,  a
Bourbon p r in c e  ( b r o th e r  of C ar lo s  IV) and an amateur m u s ic ian .
P e r io d i c a l ly  he t r a v e le d  to  h i s  ro y a l  r e s id e n c e  a t  San Lorenzo which
was n ex t  to  th e  m onastery o f  E l E s c o r ia l  and became a devotee of
S o le r .  In  a d d i t io n  to  th e se  q u i n t e t s ,  S o le r  composed the  organ
c o n c e r t i  and o th e r  keyboard works fo r  him.^^
The m anuscrip t o f  the  q u in t e t s  b ea rs  a d a te  of 1776 and
rem ains  in  the  a rc h iv e s  of El E s c o r ia l  m onastery . In  1933 Robert
G erhard , in  c o l l a b o r a t io n  w ith  H ig in io  Angles, p u b lish e d  an e d i t io n
of th e se  q u i n t e t s .  The complete t i t l e  i s  S is  q u in t e t s  pe r  a
12in s tru m e n ts  d 'a r c o  i  orgue o c lav e  o b l i g a t . A copy of t h i s  e d i ­
t i o n  can be found in  the  L ib ra ry  of Congress, W ashington, D. C.
^^Grove* s , s . v .  " S o le r ,  A ntonio ."
^^M itjana , Musique, 4:2120.
12Anfonlo S o le r ,  S is  Q u in te ts  per a in s tru m en ts  d 'a r c o  i  
orgue o c lav e  o b l i g a t , e d .  by Robert G erhard , i n t r o ,  by H ig in io  
Angles (B arcelona ; I n s t i t u t  D 'E s tu d is  C a ta la n s ,  1933).
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F ran c isco  M analt ( f l .  m id -e ig h teen th  cen tu ry )  was a v i o l i s t
who worked in  M adrid,and th e  only documented evidence concerning
him p e r t a i n s  to  h i s  p ro f e s s io n a l  l i f e .  In  1734 he was h i re d  a s  a
v i o l i s t  in  the  Royal Chapel o f  San ta  Maria C a t o l i c a .^^ The evidence
a lso  l i s t s  s a la ry  in c re a s e s  fo r  Manalt in  the  y ears  1749 and 1756
during  which time he had th e  p o s i t io n  o f  f i f t h  v i o l i s t  a t  the  Royal
C hapel. According to  S u b i r a ,  Manalt was a f a v o r i t e  o f  the  n o b i l i t y
14and a t  one time worked fo r  th e  Duke o f Alba.
His on ly  known e x ta n t  com position  i s  Obra harmonica en s e is
so n a ta s  p a ra  v i o l i n  y b a jo . p u b lish ed  in  1757 and ded ica ted  to  the
Duke o f Osuna (p u b l i s h e r  no t c i t e d ) .  S a ldoni c i t e d  o th e r  works by
M ana lt ,  bu t gave n e i th e r  t h e i r  d a te s  nor lo c a t io n s .  These are
Sonatas  p a ra  g u i t a r r a . c a .  1800, and ( s i x )  Sonatas p a ra  v i o l i n  y
b a jo .  The l a t t e r  could  be the  Obra harm onica. I t  i s  s t a t e d  on the
t i t l e  page of the  Obra harmonica t h a t  ano ther s e t  of s ix  sonatas
was p lan n ed , but no t r a c e  o f  th e se  has been found.
The Obra harmonica has been re -p u b l is h e d  by the  I n s t i t u t e  
/
de m u s ic o lo g ie . B arce lona , Spa in , under a con tinu ing  s e r i e s  of
B a l ta s a r  S a ld o n i ,  D ice io n a r io  b io g ra p h ic o -b ib l io g ra p h ic o  
de e fem erides  de musicos espaffo les , 4 v o l s .  ( M a d r i d ; P r i n t e d  by 
Antonio Perez  D u b ru ll ,  1860-63), 4:181 ( h e r e a f t e r  c i t e d  as S a ld o n i ,  
D ic c io n a r io ) .
^^S u b ira ,  M analt,  p .  iv .
^^S aldon i,  D ic c io n a r io .  4 :1 8 1 .
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chamber music works, Jose  OonasCio e d i te d  the  so n a ta s  and r e a l i z e d  
th e  bass  p a r t  fo r  p ia n o .
By f a r  the  l a r g e s t  body of e x ta n t  Spanish  chamber music came 
from the  pens o f  th re e  b r o th e r s ,  Ju an ,  J o s e ,  and Manuel F la ,  a l l  
from C a ta lu n ia ,  p o s s ib ly  B arce lona . None o f  t h e i r  b i r t h  d a te s  i s  
known, but t h e i r  time o f f lo u r i s h in g  was th e  t h i r d  q u a r te r  of the  
e ig h te e n th  c e n tu ry .  I t  cannot be a s c e r ta in e d  p o s i t i v e l y  in  most 
In s ta n ce s  which one o f  th e  F la  b ro th e r s  was th e  a c tu a l  composer of 
a p a r t i c u l a r  work, fo r  th e  m a jo r i ty  o f  t h e i r  com positions b ears  only 
th e  l a s t  name, F la ,  on th e  t i t l e  page , thus  making i t  im possible  to  
d e te m ln e  the  s p e c i f i c  composer. The problem i s  u n d e rs tan d ab le  in  
l i g h t  o f  the  f a c t  th a t  e ig h te e n th -c e n tu ry  p u b l i s h e r s  used on ly  the  
l a s t  names o f composers on t i t l e  p ag es .  On some pub lish ed  p ie ce s  
f i r s t  names have been p en c iled  i n ,  bu t th e se  a d d i t io n s  cannot be 
a u th e n t i c a te d .  Furtherm ore , some o f th e se  p e n c i le d  a d d i t io n s  a re  
e i t h e r  m u tua lly  c o n t r a d ic t in g ,  o r  c o n t r a d ic t  names g iven  on manu­
s c r i p t s ,  a n d , th e r e f o r e ,  w i l l  be d is re g a rd e d .
Josep C ar re ra s  in  a C a ta lan  p u b l ic a t io n  gave the  e a r l i e s t  
known re fe re n c e  to  the  F la  b ro th e r s  a c tu a l ly  being in  S p a in .  In  
1752 two of th e  b ro th e r s  (u n s p e c if ie d )  were p lay in g  a t  th e  chapel 
and the  chambers o f  the  king o f  S p a in .  In  a d d i t io n ,  two conc lus ions  
were reached  by C a r re ra s :
F ran c isco  Manalt^ Obra harmonica en s e i s  sona tas  para  
v i o l i n  y b a jo , e d .  by Jose  D onastio . i n t r o ,  by Jo s^  Subird*, Mi/sica 
h is p a n a ,  s e r i e  C, musica de camara (B arcelona: I n s t i t u t e  de
m u s ico lo g ie ,  1955-66).
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Aqui tenim dues a f irm ac io n s  p r im era ,  que l a  c a r r e r a  
a r t i s t i c a  d e ls  g em an s  P la  commenta a igus anys abans 
de 1752; segona, que e ren  enpanyo ls .  û 'a q u e s t r a  
d a r r e ra  derivem que e ren  seguramente c a ta la n s  o de 
t e r r e s  ons se p a r l a  c a t a l a n ,  donat l l u r  cognom. No 
sabem, emepero, dont e ren  f i l l s ,  lo  que po t e s s e r  
o b je c t  d ' u l t e r i o r  e s t u d i . l ?
(There a re  two f a c t s  th a t  a re  c l e a r .  F i r s t ,  t h a t  the  
a r t i s t i c  c a r e e r s  o f  the  P la  b r o th e r s  began some y e a rs  
p r i o r  to  1752; second, they  were S p an ia rd s .  From 
o th e r  f a c t s  i t  can be deduced th a t  c e r t a i n l y  they were 
C a ta la n ,  o r  from a s e c t io n  where C a ta lan  was spoken, 
e s p e c ia l l y  because of t h e i r  l a s t  name. I t  i s  no t 
known e x a c t ly  from where th e se  b ro th e r s  came, but 
t h i s  can be an o b je c t  of f u r th e r  s tu d y .)
M itjana  c i t e d  1752 as the  year in  which two o f th e  b ro th e r s
(u n s p e c if ie d )  t r a v e le d  to  F ran c e ,  and th a t  Jo se  p layed  in  the
c o n ce r ts  s p i r i t u e l s  in  P a r i s .  In  1752 Jose  and Juan t r a v e l l e d  to
S t u t t g a r t  and were l a t e r  engaged by th e  Grand Duke K arl Alexander
of Wurtemberg to  perform  as o b o i s t s .  Th is  engagement occu rred
during  the  time th a t  N icolo J o m e l l i  was t ry in g  to  assemble in
Wurtemberg th e  g r e a t e s t  perform ing v i r t u o s i  in  a l l  Europe. Juan
P la  d ied  th e re  in  1761 and was g iven  a solemn s t a t e  fu n e ra l  by the
Duke. Jose  con tinued  in  the  d u k e 's  s e rv ic e  u n t i l  1763, a t  which
time he t r a v e l l e d  to  Amsterdam, rem aining th e re  u n t i l  1776. While
in  Amsterdam he p u b lish ed  S ix  duos pour deux f l u t e s  (p u b l i s h e r  and
18date  not c i t e d ) .  L oca tion  of t h i s  work i s  unknown.
Josep R a fe l  C a r re ra s ,  "E ls  germans P la ;  o b o is te s  de la  
XVIIl c e n t u r i a , "  R e v is ta  m usical c a ta l a n a ,  B u t l l e t i  de I 'O rfe o  
C a ta la  7 (Apri l -May, 1910), pp . 113-14 ( h e r e a f t e r  c i t e d  as 
Carreras,"G erm ans P l a " ) .  The w r i t e r  w ishes to  acknowledge Giovanni 
Fontecch io  o f  the  fo re ig n  language departm ent. U n iv e rs i ty  of Southern 
M is s i s s ip p i ,  fo r  h i s  a id  in  some of th e  t r a n s l a t i o n s  of the  passages  
in  th e  C ata lan  language.
18M itja n a ,  Musique, 4 :2189.
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A ca ta logue  p ub lished  in  1776 by Jean C ris to p h  W estphal,
e d i to r  o f  a Hamburg newspaper ( c i t e d  by M it ja n a ) ,  l i s t e d  S ix
C o n ce r t i  fo r  Oboe, Three Solos f o r  Oboe, and Twenty T r io s  f o r  Two
V io l in s  and a B ass , a l l  by Jo se  P l a ,  M itjana  d id  no t in c lu d e
p u b l ic a t io n  in fo rm ation  re g a rd in g  th e se  works ( th e  c o n tex t  im plied
th a t  they  were in  m anuscrip t fo rm ), nor d id  he g ive  lo c a t io n s  of
them. They a re  no t in  th e  Hamburg S t a a t -  und U n i v e r s i t a t b i b i l o t e k ,
19Hamburg, West Germany,
In  an a r t i c l e  in  the  H is to r i s c h - b io g ra p h is c h e s  Lexicon der 
T o n k u n s t le r , Vol, I I ,  L e ip z ig ,  1792, c i t e d  by S u b ira ,  i t  was s ta t e d  
th a t  two o f  th e  P la  b ro th e r s  were admired co n ce r t  o b o i s t s ,  and th a t  
in  the  year 1752 they had perform ed in  P a r i s  a f t e r  a r r i v in g  th e re  
from M adrid, (Although not s p e c i f i e d ,  th e  b ro th e r s  r e f e r r e d  to 
here  were probably  Juan and J o s e . )  I t  was f u r th e r  quoted from the 
above lex ico n  th a t  th e  two b r o th e r s  alm ost always performed oboe 
due ts  and th a t  t h e i r  names were f r e q u e n t ly  m is sp e l le d  as  P la s ,
P l a t ,  o r  P l a t s ,  Subira^ c i t e d  ano ther  a r t i c l e  from the  G aceta de 
M adrid, 14 November 1753, announcing t h a t  the  P la  b ro th e r s  (u n sp e c i­
f i e d )  had played in  the perform ance of some c a n ta ta s  and performed 
se v e ra l  oboe c o n c e r t i  in  the  k in g ’ s chape l in  Madrid. The Leipzig
jo u rn a l  was then  requo ted  a s  saying  t h a t  in  1761 the  P la  b ro th e r s
20(u n s p e c if ie d )  a r r iv e d  in  Wurtemberg, Germany. I t  was im plied
19M it ja n a ,  Musique, 4 :2189 .
^^Jose S u b ira ,  "Les p roducc iones  t e a t r a l s  d e l  com positor 
c a ta l a n  Manuel P l a , "  R ev is ta  m usica l  c a ta l a n a ,  B u t l l e t i  de I ’Orfeo 
C a ta la  30 (December, 1933), p .  354 ( h e r e a f t e r  c i t e d  as S u b ir^ ,  
"Manuel P l a " ) .
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t h a t  th e  b r o th e r s  in  q u e s t io n  were Juan and Jose* The d a te  g iven 
by S u b ira  fo r  th e  a r r i v a l  in  Wurtemberg, 1761, does no t d i r e c t l y  
c o n t r a d i c t  M i t j a n a 's  d a t e ,  but th e n ,  accord ing  to  M it ja n a ,  Juan 
P la  would have d ied  th e  year in  which he a r r iv e d  in  Wurtemberg.
There i s  a q u o ta t io n  from M ainw aring 's  Memoirs o f  Handel 
in  th e  a r t i c l e  C a r re ra s ,  "Germans P la"  which made re fe re n c e  to  the 
P la  b r o th e r s ;
On th e  o th e r  hand, i t  was m entioned l a t e l y  by the  two 
P la s  r s i c l  (famous h a u tb o is )  who came from Madrid th a t  
S c a r l a t t i ,  a s  o f t  a s  he was admired f o r  h i s  g r e a t  execu­
t i o n ,  would m ention Handel and c ro s s  h im se lf  in  token 
o f  v e n e r a t i o n .21
T h is  quote  i s  an obvious a l l u s io n  to  how much Handel was rev e red  
in  S pa in  by S c a r l a t t i ,  a s  brought to  M ainw aring 's  a t t e n t i o n  by one 
o f  th e  P la  b r o th e r s .  However, t h i s  r e fe re n c e  to  the  P la  b ro th e rs  
s e rv e s  to  v e r i f y  the  f a c t  t h a t  they  were a c t u a l ly  in  London some­
tim e du ring  or b e fo re  1760 ( th e  d a te  o f  M ainw aring 's  p u b l i c a t i o n ) ,
A c o n t r a d ic t io n  e x i s t s  between M it ja n a ,  who s t a t e d  th a t  
Manuel P la  remained a t ta c h e d  to  th e  Royal Chapel in  Madrid and never 
l e f t  S p a in ,  and Josep C a r re ra s ,  who quoted an Almanac by Gerber 
(p u b l i s h e r  and d a te  no t c i t e d )  in  which i t  was s t a t e d  t h a t  Manuel 
P la  was one o f  th e  Spanish  composers l i v in g  in  Germany, I t  was added 
by C a r r e r a s  t h a t  the  Westphal c a ta lo g u e  r e f e r r e d  to  on page 48 was 
in  e r r o r  in  s t a t i n g  t h a t  Jose  P la  was th e  au thor o f  the  g iven
21J .  Mainwaring, Memoirs o f  Handel (London; n . p . ,  1760), 
quo ted  in  C a r r e r a s ,  "Germans P l a , "  p .  113.
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22com positions; accord ing  to  C a r re ra s ,  i t  was Manual P la .  No
f u r t h e r  in fo rm ation  than  t h i s  was g iv e n .
In  E i t n e r ’ s Q u e l len lex ic o n , i t  was s a id  th a t  in  1752 two
b ro th e r s  named P la  were in  P a r i s  and then went to  S t u t t g a r t  to
23perform  in  th e  H o fk a p e l le . One o th e r  r e fe re n c e  to  a German
p u b l ic a t io n  was made by Sub ira  in  "Manuel P la " ;  The M usika lischer
Almanac fu r  Deutschland auf der J a h r e s  1782 (p u b l i s h e r  no t c i t e d ) ,
page 107, was quoted as saying t h a t  th e re  were two b ro th e rs  P l a t s
r s i c l , the  e ld e r  and th e  younger, who were among the  o b o is t s  most
g r e a t l y  admired in  Germany a t  the  t im e . S u b ira  added:
Es r e f e r e i x  dens dubte a Manuel i  g a ire v e  segurament 
a l  Jean  de qui p a r l a  T e ix id o r .  En 1783-34 P la t  e l  
v e i l  e t  P l a t  e l  jo v e  formen p a r t  de l a  c a p e l la  m usical 
de Mannheim. Aquel m aeteix  "Almanac M usica l" ,  en e l  
seu volum corresponden t a 1789 inc lou  e l  nom de Manuel 
P la  e n t r  e l  com positors  que v iv ie n  en p a iso s  germ anics.
(T his  r e f e r s ,  no doubt, to  Manuel and the  o th e r  su re ly  
to  Ju an ,  of whom T e ix id o r  [an  e ig h te e n th -c e n tu ry  Spanish 
music h i s t o r i a n ]  had spoken. In  1783-84 P la  the  e ld e r  
and the  younger were p a r t  of th e  chapel o rc h e s t r a  a t  
Mannheim. Also t h a t  same "Almanac on Music" in  the 
volume fo r  1789 in c lu d es  the  name of Manuel P la  among 
the  composers who l i v e  in  German c o u n t r i e s .
From a l l  o f  th e se  confounding r e f e r e n c e s ,  a t  l e a s t  two th in g s
can be deduced w ith  a degree of c e r t a i n t y :  There were th re e  b ro th e r s
22C a r r e r a s ,  "Germans P l a , "  115.
23Robert E i tn e r ,  B io g rap h ish -B ib lio g rap h isch es  Q uellen-  
Lexicon der Musiker un M usikge leh rten , 11 v o l s .  (L e ip z ig :  B re itkop f
und H a r te l ,  1899-1904, r e p r i n t  ed . Graz: Académie Druck-U.
V e r la g a n s ta l t ,  1959-69), s . v .  "P la"  ( h e r e a f t e r  c i t e d  as  Q uellen-  
Lexicon) .
^^Subira'^, "Manual P la ,"  355.
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named P la :  Juan , J o se ,  and Manuel. At l e a s t  two of them toured
Europe e x te n s iv e ly  as perform ing o b o i s t s .  However, some u n cer­
t a i n t i e s  and c o n t r a d ic t io n s  e x i s t  concerning  d a te s  of t r a v e l  and 
names of in d iv id u a ls  a t  s p e c i f i c  p la c e s .  For example, two r e f e r ­
ences gave th e  name of Manual P la  as  having t r a v e le d  to  Germany, 
but one s t a t e d  th a t  he never l e f t  Spa in . M itjana  claimed th a t  Juan 
Pla d ied  in  S t u t t g a r t  in  1761 (see  page 4 7 ) ,  and, i f  t h i s  i s  t r u e ,  
then S u b ira  was in  e r r o r  by saying t h a t  Juan was a t  Mannheim in  
1783-84 (see  above). Only fu r th e r  r e s e a rc h  could  f i n a l l y  re so lv e  
these  in c o n s i s t e n c ie s .  One f a c t  s t a t e d  on page 47 poses no c o n t r a ­
d ic t io n :  Jose i s  sa id  to  have p layed  in  the  c o n c e r ts  s p i r i t u e l s
in  1752; t h i s  was the  year in  which P h i l id o r  began them.
A dd it io n a l  r e fe re n c e s  a t t e s t  to  the  h igh  q u a l i ty  of 
m usic iansh ip  and performance a b i l i t y  of a l l  th re e  P la  b ro th e r s .
Juan i s  s a id  to  have caused a g re a t  s e n sa t io n  when he performed 
a t  th e  co u r t  of Jao V in  Lisbon P o r tu g a l .  (The d a te  fo r  t h i s  p e r ­
formance i s  no t g iv e n .)  The P la  b ro th e r s  were "d isp u tad o s  en l a s
25c o r te s  e s t r a n j e r a s  por su s in  ig u a l  m e r i to ."  (The P la  b ro th e rs  
were d iscu ssed  in  fo re ig n  c o u r ts  reg a rd in g  t h e i r  unequaled a b i l i ­
t i e s . )
Of the  th re e  b ro th e r s ,  Manuel was c i t e d  most o f te n  by name, 
and, accord ing  to  v a r io u s  re fe re n c e  m a t e r i a l s ,  was the  most g i f t e d ,  
both as perform er and composer. B esides oboe, he played c lav e c in  
w e l l .  H is com positions fo r  in s trum en ts  in c lude  s in f o n ia s ,  c o n c e r t i .
25Soriano F u e r te s ,  H i s to r i a ,  3 :83 .
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t r i o s ,  and d u e ts .  He a ls o  composed much vocal m usic , both sacred
and s e c u l a r . M a n u e l  took p a r t  in  th e  Christmas f e s t i v i t i e s  of
1763 c e le b ra te d  in  the  Dukal Palace  in  B arce lona . His performance
27th e re  brought him g r e a t  acco lades  from those  in  a t te n d a n c e .
The e x ta n t  a v a i l a b le  music by the Pla b ro th e r s  i s  o f  a 
c o n s id e ra b le  amount. Most o f  i t ,  as s t a t e d  above, b ears  only  the  
l a s t  name P la .  The re a d e r  i s  r e f e r r e d  to  the  Appendix fo r  a complete 
l i s t i n g  of com positions by th e  P la  b r o th e r s .
The nex t composer to  be conside red  may be one , two, o r  
th r e e  d i f f e r e n t  p eo p le .  The confusion  stems from th e  c o n f l i c t i n g  
names of t h i s  man (men) g iven  in  d i f f e r e n t  so u rc e s .  The th re e  
names a re ;  Juan O l iv e r ,  Jean O liv e r  y A sto rga , and Domingo O liv e r  
y A sto rg a .  C le a r ly ,  a t  l e a s t  th e  name "O liv e r"  i s  common to  a l l  
t h r e e .
According to  th e  D icc iona rio  of S a ld o n i ,  Juan  O liv e r  was
born in  1734, in  Y ecla , the  Province of M urcia, S pa in , and d ied
28in  1830 ( I ) .  He had been a v i o l i n i s t  a t  the  Royal Chapel s ince  
1776 and h e ld  a good r e p u ta t io n  as a v i o l i n i s t .  Some m anuscrip t 
works by Juan O liv e r  were r e c e n t ly  d iscovered  by the  w r i t e r  a t  the 
L ib ra ry  of C ongress , W ashington, D.C. These com posit ions , appar­
e n t l y ,  were h e re to fo re  unknown. They a re :  T r io s  de dos v io l i n e s
^^Soriano F u e r te s ,  H i s to r i a ,  3 :8 3 .
27,
^Saldoni, D ic c io n a r io , 4 :252-53 .
S u b ira ,  "Manuel P l a , "  354-55. 
28.
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y bajo  and S e is  a r i e t t a s  ( f o r  v i o l i n  and bass )»  The s t a f f  o f  the
L ib ra ry  o f  Congress was unable  to  g iv e  any in fo rm ation  reg a rd in g
the  source o r  the  a u th e n t i c i t y  of th e  m a n u sc r ip ts .  I t  i s  th e re fo re
n o t  p o s s ib le  to  say w ith  any a ssu ran ce  t h a t  th e se  m anuscrip ts  a re
by th e  same Juan O liv e r  l i s t e d  by S a ld o n i ,
E i tn e r  l i s t e d  an O liv e r  (no f i r s t  name) who was a v i o l i n i s t
29and who gave a c o n ce r t  in  F r a n k f u r t ,  Germany, in  1767, No o th e r
d a ta  were g iv e n .  An O liv e r  (no f i r s t  name) was l i s t e d  in  C ar l
P o h l 's  Haydn und Mozart in  London as  having g iven  a v i o l i n  co n ce r t
30in  London in  1767,
Under th e  name of Jean  O l iv e r  y A storga  sev e ra l  works were 
p u b lish ed  in  London by th e  f irm  o f  B rem ner 's  Music Shop. Grove * s 
has an e n try  under t h i s  name, b u t  w ith  no b i r t h  o r death  d a te .
The a r t i c l e  (unsigned) s t a t e d  t h a t  th e  in fo rm atio n  p re sen te d  th e r e in  
was de rived  from the  foreword to  one of h i s  p u b lish ed  works (unspe­
c i f i e d ) ,  According to  th a t  in fo rm a t io n ,  Jean  O liv e r  y Astorga was 
an e ig h te e n th -c e n tu ry  Spanish  composer who spen t p a r t  o f  h i s  l i f e
in  London, C om p o si tio n a l ly ,  he showed th e  s ty l e  o f  Haydn's youth
31and the  "dev ices  o f  a f l a u t i s t , "  The com positions of Jean  O liv e r  
y A storga  l i s t e d  in  Grove * s d u p l ic a te  e x a c t ly  those in  The B r i t i s h
29Q uellen -L ex icon , s . v ,  " O l iv e r . "
30C arl Poh l, Mozart und Haydn in  London, 2 v o l s ,  (Vienna: 
C ar l  G e ro ld 's  Sohn, 1867), 2 :370 ,
31Grove * s , s . v ,  "O live r  y A s to rg a ,  J e a n ,”
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32Union C ata logue  of E a r ly  M usic» The re a d e r  i s  r e f e r r e d  to  the
Appendix, under the  l i s t i n g  O liv e r  Y A sto rg a ,  J ea n ,  f o r  th e  l i s t
o f  th e se  com p o si t io n s .
The BBC Music L ib ra r y ,  Chamber Music Catalogue c u r r e n t ly
l i s t s  a work by O liv e r  y A storga  (no f i r s t  name) e n t i t l e d  T r io  in
33£  f o r  two v i o l i n s  and a c e l l o ,  p u b l ish e d  by S e n a r t ,  1922.
The name Domingo O liv e r  y A storga  appeared in  two so u rc e s .
S u b i r /  l i s t e d  a pe rson  w ith  t h i s  name as  being from Yecla and as
having d ied  in  1830. He had been a v i o l i n i s t  in  the  Royal Chapel
s ince  1776. Two works under t h i s  name were found in  the  a rch iv e
m usica l  o f  th e  p a la c io  n a c io n a l  by S u b i r / :  ( s i x )  Sonatas para
34v io l a  and ( s i x )  Sonatas  pa ra  v i o l i n . This  same in fo rm ation
appears  in  G arc ia  M a rc e l la n ,  C a ta lo g o , and th e  p ie ce s  a re  c a ta lo g ed
in  th e  a rc h iv e s  of th e  Royal Chapel w ith  numbers 957-961 and
35962-967, r e s p e c t i v e l y .
In  t ry in g  to  a s s e s s  t h i s  in fo rm a t io n ,  i t  i s  a p p a re n t ,  in  
the  w r i t e r ' s  o p in io n ,  t h a t  th e se  th re e  names a l l  r e f e r  to  one p e rso n .
E d i th  B. Schnapper, ed .  The B r i t i s h  Union-Catalogue of 
E a r ly  Music P r in te d  b e fo re  1801 (London: B u tte rw orth  S c i e n t i f i c
P u b l i c a t io n s ,  1957), 2:742 ( h e r e a f t e r  c i t e d  as B r i t i s h  Union-  
C ata logue ) .
BBC Music L ib ra r y .  Chamber Music C a ta lo g u e , i n t r o d ,  by 
W illiam  Clock (London; B r i t i s h  B roadcas ting  C o rp o ra t io n ,  1965), 
p .  122 ( h e r e a f t e r  c i t e d  as  BBC C ata lo g u e ) .
^^S u b ira ,  "C orte  m a d r i le n a ,"  p .  194.
^^Jose  G arc ia  M arce llan ,  C atalogo de l a rch iv e  de musica 
r e a l iz a d o  por su conservador o f i c i a l  (Madrid: E d i to r i a l  d e l
pa tr im onio  n a c io n a l ,  1933), pp .  104 and 207 ( h e r e a f t e r  c i t e d  as 
G arc ia  M arce llan ,  C a ta lo g o ) .
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The b io g ra p h ic a l  in fo rm ation  f o r  Domingo O liv e r  y Astorga (a b o v e ) ,  
and th a t  fo r  Juan O liv e r  (page 52) i s  v i r t u a l l y  th e  same. The com­
p o s i t i o n s  l i s t e d  fo r  Jean  O liv e r  y A sto rga  (page 52 and above) pose 
no problem s in ce  Jean  and Juan a re  the  same name in  French and Span­
i s h ,  r e s p e c t iv e ly .  The only  u n c e r t a in t y  i s  the  t r u e  au th o rsh ip  of 
th e  m anuscrip ts  in  th e  L ib ra ry  o f  C on g ress .  Only f u r th e r  r e s e a rc h  
could  determ ine i f  th e  l a s t  names g iv en  above w ith  no f i r s t  name 
( O l iv e r ,  and O live r  y A storga) a l l  r e f e r  to  th e  , <me p e rso n .
Manuel Canales  (1747-1786) i s  c i t e d  in  s e v e ra l  s o u rc e s .  As 
w ith  O liv e r  y A sto rg a ,  some d i s c r e p a n c ie s  occur concerning h i s  name. 
The D icc io n a r io  by P e d re l l  l i s t e d  a C an a le s ,  Manuel, and a C an a le s ,  
Manuel B r a u i l i o ,  who were though t by P e d r e l l  to  be r e l a t i v e s .  For 
th e  e n t r y  under Manuel C an a le s ,  th e  in fo rm a tio n  was g iven  t h a t  he 
was born in  1747 (no dea th  d a te  was g iv e n ) ,  and th a t  he was a v i o ­
l i n i s t  employed a t  the  C a th ed ra l  o f  T o ledo , S pa in . In 1781 he was 
g iven  a payment o f  600 r e a l e s  f o r  th e  com position  o f a v i l l a n c i c o . 
Concerning Manuel B ra u i l io  C anales  (no b i r t h  o r  d ea th  d a te s  g iv e n ) ,  
P e d re l l  s t a t e d  th a t  h e ,  t o o ,  was a v i o l i n i s t  in  Toledo, and th a t  
between th e  y ears  1774 and 1786 in  th e  Gaceta de Madrid s e v e ra l  
n o t i c e s  appeared announcing th e  s a le s  o f  new com positions by him. 
(T h is  i s  th e  only  source which l i s t e d  Manual B r a u i l io . ) ^ ^
F e l ip e  P e d r e l l ,  D ic c io n a r io  b io g raph ico  y b ib l io g ra p h ic o  
de musicos y e s c r i t o r e s  de musica e sp a n o le s .  p o r tu g u eses .  e h isp an o » 
am ericanos. an tig u o s  v modernos. V o l.  I :  A-F (B arcelona: T ip .  de
U. Berdas y F e l i u ,  1894-97), p .  276 ( h e r e a f t e r  c i t e d  as  P e d r e l l ,  
D ic c io n a r io ) .
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In  h i s  you th , Manuel Canales  s tu d ied  v i o l i n  w ith  Don Jaime 
C a s e l l a s ,  who was then m aestro  de c a p i l l a  a t  the  C athed ra l  of Toledo. 
Nothing more i s  known about Canales  u n t i l  1774, a t  which time he 
p u b l is h e d  S e is  c u a r t e to s  a dos v i o l i n e s .  v io la  y v io lo n c e l lo ,  d ed i-  
cados a l  Duque de A lba, Op. I ,  l i b r o  primero de c u a r t e t o s , p r in te d  
by Palomino ( i n  M adrid?) .  The Gaceta de Madrid announced the  p u b l i ­
c a t io n  and s a le  o f  t h i s  work on 12 Ju ly  1774, page 233. Also l i s t e d  
were th e  c i t i e s  in  which t h i s  com position could be purchased:
M adrid, C ad iz , and the  l i b r a r y  in  U llo a ,  a l l  in  S pa in . When t h i s  
p ie c e  was w r i t t e n ,  C anales  was in  th e  se rv ic e  of the  Dule of Alba. 
A f te r  th e  dea th  of the  duke in  1779, Canales re tu rn e d  to  Toledo 
where he was employed as  a v i o l i n i s t  in  the  C a th e d ra l .  He was con­
s id e re d  to  be an o u ts ta n d in g  p la y e r  and was given sev e ra l  leaves  to
37perform  so lo s  in  M adrid. Copies o f  C ana les ' C u a r te to s , Opus 1 ,
can be found in  the  B ib l io te c a  n a c io n a l , Madrid, S pa in , and in  the
38B ib l io te c a  p ro v in c ia l  in  Toledo , Spa in .
C onsidering  th e  in fo rm atio n  g iven  above, which p e r t a in s  to  
Manuel C an a le s ,  i t  seems ap paren t t h a t  the  person named as  Manuel 
B r a u i l io  Canales by P e d r e l l  (page 55) i s  the  same person as Manuel 
C an a le s .  T h e re fo re ,  th e  name Manuel B ra u i l io  does no t appear in 
th e  Appendix.
^^Subira^ A lba, p .  331.
F e l ip e  Rubio P iq u e ra s ,  Musica y musicos Toledanos (Toledo, 
Spain: E s tab lec im ien to  t ip o g rap h ico  de suce jo r  de J .  P e laez ,  1922),
p .  74 ( h e r e a f t e r  c i t e d  as  Rubio P iq u e ra s ,  Toledanos) .
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The only  o th e r  known p u b l ish e d  com position by Canales  i s
e n t i t l e d  Q u a r te t t e s  fo r  Two V io l in s ,  Tenor and B ass , Opus I I I ,  by
Emmanuel C an a le s ,  composer to  th e  King of S pa in , London: P r in te d
fo r  W i l l i  N ap ie r ,  474 S tra n d .  (According to  t h i s  ad d ress  fo r
N ap ie r ,  the  p u b l ic a t io n  of  t h i s  work o ccu rred  between 1773 and 
391738.) Copies o f  t h i s  work can be found in  th e  B ib l io te c a
n a c io n a l , Madrid, and in  Cambridge, K in g 's  C ollege M anuscript
L ib ra ry ,  London, England.
Rubio P icq u e ra s ,  a tw e n t ie th -c e n tu r y  Spanish  m u s ic o lo g is t ,
suggested th a t  C ana les ' q u a r t e t s  were h i s  b e s t  works, and t h a t  they
were an e x c e l le n t  im i ta t io n  o f  Haydn's s t y l e .  No o th e r  works were
40c i t e d  by P iq u e ra s .
According to  the  D icc io n a r io  l a b o r , an unpublished  study  of
Canales has been w r i t t e n  by one J u l io  Gomez. N e i th e r  the  type of
41study nor i t s  lo c a t io n  was g iv e n .
S evera l unpublished  m a n u sc r ip ts  by Canales were r e c e n t ly  
d iscovered  by the  w r i te r  a t  th e  L ib ra ry  of Congress, Washington,
D.C. N e i th e r  the  o r ig in  nor the  a u t h e n t i c i t y  o f th e se  m anuscrip ts  
could  be v e r i f i e d  by the  l i b r a r y ' s  s t a f f .  These works a r e :  Duos de 
v i o l i n  y v i o l a ,  de C ana les ; C u a r te to  a dos v i o l i n e s ,  v i o l a ,  y 
v io lo n c h e l lo  f s i c l  sacado de dos c a v a t in a s  i t a l i a n a s , por Dn. Manual 
C ana les ,  1773; and S e is  due tos  ( f o r  two v i o l i n s ) ,  de Don Manuel
^ ^Grove' s , s . v .  "N ap ie r ,  W i l l i . "
40Rubio P iq u e ra s ,  T o ledanos , p .  74.
41D icc io n a r io  Labor, s . v .  "C an a le s ,  M anuel,"
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C an a le s , p a ra  e l  uso d e l  Exmo. S r .  Kangs» de V i l l a f c a . No re fe re n c e
to  th e se  com positions  has been encountered in  any so u rce .
A s e t  o f  Twelve Sonatas  fo r  F lu t e ,  V io la ,  and Bass were
c i t e d  by Angles and S u b i r / .  However, no d a te  of com position o r  lo c a -
42t io n  o f  t h i s  work was g iv e n .
The l a s t  composer whose work i s  to  be examined i s  N ico las
Ximenez ( f l .  l a t e  e ig h te e n th  c e n tu r y ) ,  but very  l i t t l e  i s  known
about him. In 1772 he performed as a v i o l i n i s t  in  London, England,
43where he was co n s id e red  a v i r tu o s o  on the  in s tru m e n t .  His only  
known composition i s  S ix  Sonatas  fo r  a V io l in  D edicated to  the  E a r l  
o f  Sandwich. These a re  fo r  v i o l i n  and f ig u re d  b a s s ,  and were 
pub lish ed  by P e te r  W elcker, London, c a .  1780. A copy o f t h i s  work 
can be found in  th e  B r i t i s h  Museum, London, England.
Concluded now i s  th e  s e c t io n  d ea lin g  w ith  th e  composers d i s ­
cussed  in  Chapter VI. An a lp h a b e t ic a l  l i s t i n g  fo llow s o f a l l  o th e r  
known Spanish  chamber music composers of th e  e ig h te e n th  c e n tu ry .
C ar los  F ran c isco  Almeida (o r  Almeyda) ( f l .  l a t e  e ig h te e n th
c en tu ry )  was born in  the  c i t y  o f  Burgos. His name appears  in  se v e ra l
so u rc e s .  In  E fem erides , Sa ldon i l i s t e d  an Almeyda (no f i r s t  name)
44who was a v i o l i n i s t  in  th e  e a r ly  e ig h te e n th  c e n tu ry .  The
^^A ngles-S ub ira ,  C a ta lo g o , v o l .  3: Musica P r a c t i c a , 3 :222 .
^^Q uellen -L ex icon , s . v .  '•Ximenez, N ic o la s ."
44S a ld o n i ,  D ic c io n a r io , 1 :12 .
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D icc io n a r io  by P e d re l l  has an e n t ry  f o r  F ra n s is c o  Almeida ( f l .  l a t e  
e ig h te e n th  c e n tu r y ) .  P e d re l l  b e l ie v e d  t h i s  to  be th e  same man 
l i s t e d  by S a ld o n i ,  bu t t h a t  S a ldon i had the  in c o r r e c t  time o f 
f lo u r i s h i n g .^ ^  Soubies l i s t e d  an Almeyda (no f i r s t  name) and a t t r i ­
bu ted  two s t r i n g  q u in t e t s  to  him. However, no f u r t h e r  in fo rm atio n
46wais given concern ing  th e  works.
The only  known e x ta n t  p u b l is h e d  work by Almeyda i s  S ix  
q ua tuo rs  pour deux v io lo n s ,  a l t o  e t  b a s s ,  pa r  C .F . Almeyda. au 
s e rv ic e  du r o i  d ’Espagne, Opuct P rem iere  l i v r e  a P a r i s , Chez 
P le y e l ,  1798. A copy o f  t h i s  work i s  in  th e  a rc h iv e  m usica l  d e l  
p a la c io  n a c io n a l , M adrid, S p a i n . A c c o r d i n g  to  E i t n e r ,  t h i s  com­
p o s i t i o n  was reviewed in  th e  Jo u rn a l  m u s ic a l . P a r i s ,  F ran c e ,  (no 
da te  g iven) and by th e  Allgemeine M u sica lisch e  Z e i tu n g , L e ip z ig ,  
1798, V ol. I ,  p .  555, p u b lish e d  by th e  f irm  of B re itk o p f  und 
H a e r te l .^ ^  In  the  re v ie w s ,  th e  work was g e n e r a l ly  p ra is e d  fo r  the  
o r i g i n a l i t y  and t a l e n t  shown by Almeida. According to  Angles and
Pena, a m anuscrip t copy o f a S in fo n ia  by Almeida was known to  e x i s t
49in  th e  c i t y  of Dresden. Mary H am ilto n ,in  Music in  E ig h te e n th -  
Century S p a in « sp e lls  h i s  name as Almeyra, page 171.
^ ^ P e d r e l l ,  D ic c io n a r io , p .  47 .
46S oub ies , Espagne, 2 :6 2 .
^^ S u b ira ,  "C orte  m a d r i le n a ,"  193.
^^Q uellen -L ex icon . s . v .  "Almeyda, C ar lo s  F r a n c is c o ."
49D icc io n a r io  Labor, s . v .  "Almeida, C ar lo s  F r a n c is c o ."
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Diego A ra c ie l  was a Spanish  m usic ian  o f  th e  m id -e ig h te e n th  
century*  He was born in  Estrem adura, in  sou thw estern  S p a in .  As a 
you th  he s tu d ie d  p ia n o ,  v i o l i n ,  harmony, and c o u n te rp o in t  w ith  a 
l o c a l  p r i e s t .  Nothing more i s  known about h i s  l i f e  excep t t h a t  he 
t r a v e le d  e x te n s iv e ly  in  I t a l y  and p u b lish ed  s e v e ra l  works th e r e .
H is known p u b lish ed  works in c lu d e :  Cuarentayocho v a l s e s  v a r ia d o s
p a ra  v i o l i n , Tre t e r z e t t i  ad uso d i  s e r e n a ta  p e r  v i o l i n o .  v i o l a ,  e t  
c h i t a r r , and Due q u i n t e t t i  pe r  s e r e n a ta  a due v i o l i n i .  due v io le  
e t  v io l o n c e l l o , a l l  p u b lish ed  by R ic o r d i ,  M ilan , I t a l y . T h e  
l a t t e r  work can be found in  th e  L ib ra ry  o f C ongress , Washington,
D.C. Mary Hamilton s p e l l s  h i s  name as  O r a c i e l ,  page 171.
Juan  Balado ( b .  Madrid; d . M adrid, 1832} was a v i o l i n i s t  and 
a v i o l i s t .  In  1804 he was g iven  th e  p o s i t i o n  o f  p r in c ip a l  v i o l i s t  
in  the  Royal Chapel in  M a d r i d . I n  h i s  own time he h e ld  an e x c e l ­
le n t  r e p u ta t io n  as a perform er of v i o l i n  and v i o l a  and as i n s t r u c to r
52of v io l a  a t  the  Royal C hapel. The fo llow ing  com positions by 
Balado a re  in  the  a rc h iv e s  of the  Royal Chapel, M adrid, Spa in , 
b ea r in g  th e  ca ta lo g u e  numbers 70 to  72, r e s p e c t iv e ly :  S in fo n ia  en
53r e .  T r io  pa ra  dos v i o l i n e s  y c e l l o , and Sonata pa ra  v i o l a  y c e l l o .
^^S a ld o n i,  D ic c io n a r io , 4 :1 7 .
^^S aldon i,  D ic c io n a r io , 2 :208 .
52P e d r e l l ,  D ic c io n a r io , p .  151.
^^G arcia M arce llan ,  C a ta lo g o , pp . 24 and 158.
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These same works can a ls o  be found in  the  p a la c io  n ac io n a l  a rc h iv e s ,  
54M adrid , S p a in . '
Jose^Canada ( f l .  l a t e  e ig h te e n th  cen tu ry )  was a v i o l i n i s t  who 
l iv e d  in  S a l a m a n c a . A c c o r d i n g  to  P e d r e l l ,  s e v e ra l  works by him 
were p u b lish ed  between the  y e a r s  1789 and 1793, but he c i t e d  no 
t i t l e s  nor lo c a t io n s  f o r  them.^^
Dama so Catiada (b .  Salamanca, 1772; d« M adrid, 1849) was the  
son o f  the  p re c ed in g .  He was a v i o l i n i s t  in  th e  Royal Chapel from 
1798, and in  t h a t  same y e a r ,  he was appoin ted  dance m aste r  v i o l i n i s t  
to  th e  P rince  of A s tu r i a s .  In  1802 he was made a member o f  the  
r e a l  cAiara demusica of C ar lo s  IV (see  page 3 7 ) ,  and l a t e r  was 
appo in ted  i t s  d i r e c t o r . O n  s e v e ra l  o ccas io n s  Canada, who a lso  
was a v i o l i s t ,  p layed  in  th e  ro y a l  q u a r t e t  w ith  C ar lo s  IV and an 
I t a l i a n ,  V accar i  ( f l .  l a t e  e ig h te e n th  cen tu ry )  as v i o l i n i s t s ,
Canada as v i o l i s t ,  and F ra n s is c o  B ru n e t t i  (Gaetanno B r u n e t t i ' s
58son) a s  c e l l i s t .
In 1793 the  fo llo w in g  com positions by Canada were pub lished  
in  Madrid: S e is  t r i o s  a dos v io l i n e s  y v io lo n , S e is  sona tas  pa ra
^ ^S u b ira ,  "C orte  m a d r i le n a ,"  193. 
^^S a ld o n i,  D ic c io n a r io , 4 :5 3 .  
^ ^ P e d re l l ,  D ic c io n a r io , p .  231. 
^^Soubies, Espagne» 2 :63 .
^ ^ P e d re l l ,  D ic c io n a r io ,  pp. 280-81.
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v i o l i n  y ba jo  de mucha e j e c u t i o n » and S e is  c u a r t e to s  c o n c e r ta n te s  
p a ra  v i o l i n  oboe, f l a u t a ,  y v i o l o n c e l l o . L oca tions  of th e se  works 
a re  unknown* Mary Hamilton s p e l l s  h i s  name as  Canada by leav ing  
ou t th e  t i l d e  over th e  " n , "  page 171.
Don Enrique C a b a l t  de A ta ide  y P o r tu g a l  ( f l .  l a t e  e i g h t ­
e e n th  cen tu ry )  was a  nobleman and an amateur m u s ic ian .  M itjana  
l i s t e d  one work l e f t  by him in  m anusc rip t  in  a p r iv a t e  c o l l e c t i o n  
in  G ie ssen ,  Germany. A ttem pts to  secu re  th e  m anusc rip t have been 
u n s u c c e s s fu l ,  as  th e  work may no lo n g e r  be e x t a n t .  The work i s
e n t i t l e d  S e is  c u a r t e to s  de dos v i o l i n e s .  v i o l a ,  v b a jo . Opus I ,
59M adrid , c a .  1790. M it ja n a  thought th e se  q u a r t e t s  to  have been
th e  f i r s t  w r i t t e n  in  S p a in ,  an assum ption which i s  in c o r r e c t  (see  
60page 5 7 ) .
Another nobleman who was a ls o  an amateur composer was 
C o lo n e llo  Don Bernardo de C as tro  y A scarrego ( f l .  m id -e ig h teen th  
c e n tu r y ) .  Subira^ found one com position  by him. Sonata d i  v io l in o  
e  basso  1754, in  th e  P a la c io  de l i r i a .  The work i s  now l o s t . ^ ^
Manuel C a r r i l  ( b .  M adrid, 1752; d . M adrid, 1328) was a v io ­
l i n i s t  and a v i o l i s t .  He p layed  both  in s tru m en ts  in  the  Royal
^^M itjana , M usique, 4 :2188. 
^^M itjana , Musique, 4 :2322 . 
^^S ub ira ,  A lba , p .  205.
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C hapel, c a .  1789 and was v i o l i n i s t  and o r c h e s t r a l  conductor in  the  
T ea tro  de la  c r u z , M adrid. At the Royal Pa lace  he had th e  p o s i t io n  
o£ i n s t r u c t o r  of chamber music and was a ls o  reg a rd ed  as  an e x c e l ­
l e n t  t e a c h e r .  He p layed  chamber music and served  as o r c h e s t r a l  
d i r e c t o r  fo r  th e  Duke of A lba. His s ig h t  re a d in g  a b i l i t y ,  f o r
62which he was w ell known, helped  to  o b ta in  many p o s i t i o n s  f o r  him.
Although C a r r i l  i s  no t known to  have composed any m usic , 
he has  been inc luded  in  t h i s  d is c u s s io n  f o r  th e  sake of  com plete­
n e s s .  His in f lu en c e  a s  a te a c h e r ,  no doub t,  gave some d i r e c t i o n
to  th e  chamber music a c t i v i t i e s  a t  th e  Royal P a lace  and to  the
cho ice  o f  music t h a t  was performed t h e r e .
Fernando F e rn an d ie re  (F e r r a n d ie re ,  F e rn a n d ie r ,  F e r rn a n d ie re )  
( f l .  l a t e  e ig h te e n th  c en tu ry )  was a Spanish  m usic ian  and te a c h e r .  
Between the  y e a rs  1775 and 1790 he p u b lish ed  a number o f  peda­
g o g ic a l  manuals on th e  a r t  of p lay in g  v a r io u s  in s tru m e n ts .^ ^  One 
of th e s e ,  Promptuario musico p ara  e l  in s trum en te  de v i o l i n  y c a n to . 
1791, can be found in  the  B ib l io te c a  n a t i o n a l , M adrid.
Subira^ c i t e d  s e v e ra l  com positions by F e rn an d ie re  which th e  
l a t t e r  l i s t e d  in  one of h i s  pedagogica l manuals ( u n s p e c i f i e d ) .
They a re :  C uarenta  ( f o r t y )  c u a r te to s  pa ra  g u i t a r r a ,  v i o l i n ,  v i o l a ;
y b a j o , Diesyocho (e ig h te e n )  q u in te to s  p a ra  dos g u i t a r r a s ,  dos 
v i o l i n e s ,  y b a jo . and ano ther ensemble work w ith  th e  unusual t i t l e
1:202.
62P e d r e l l ,  D ic c io n a r io ,  p .  310, and S a ld o n i ,  D ic c io n a r io , 
P e d r e l l ,  D ic c io n a r io ,  p .  668.
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of E l ensayo de l a  n a tu r a l e z a  (An Essay on N a tu re )  which i s  com­
p r i s e d  o f  th r e e  q u a r t e t s  f o r  g u i t a r ,  v i o l a ,  f l u t e ,  and bassoon. 
T i t l e s  o f  o th e r  so n a ta s  and m isc e l la n e o u s  works were a ls o  l i s t e d ,  
bu t no o th e r  in fo rm atio n  was g iven  concern ing  any o f the  works.
Joaqu in  G ax isua in  (G a r isu a in )  (b .  T e r u e l ,  1751; d .  Madrid, 
1810) was a b a s s o o n is t  a t  th e  Royal Chapel and a bassoon in s t r u c to r  
in  M adrid . He composed s e v e ra l  so n a ta s  f o r  bassoon and c e l l o ,  one 
of which i s  in  th e  a r c h iv e s  o f  th e  Royal C hapel, c a ta lo g u e  number 
606 .^^  S u b i r /  l i s t e d  one so n a ta  by him which i s  in  th e  a rc h iv e s  
of th e  p a la c io  n a c io n a l .
Tomas de I r i a r t e  ( b .  S an ta  Cruz de O ro toba , Canary I s la n d s ;  
d .  M adrid ( ? ) ,  1791) was a  man b e t t e r  known as  a p oe t than  as a 
m u s ic ia n .  Most o f  h i s  l i f e  was spen t in  M adrid , where he was 
employed by th e  m i n i s t e r ' s  o f f i c e  fo r  fo r e ig n  a f f a i r s .  I r i a r t e  
c i r c u l a t e d  in  an e l i t e  group  o f w r i t e r s ,  a r t i s t s ,  and m u sic ian s .  
The n a tu re  o f  h i s  work i s  n o t  known, bu t he d id  ho ld  a h igh p o l i ­
t i c a l  o f f i c e .  As a p rose  w r i t e r  he was a c t i v e l y  involved  in  the  
contem porary w r i t i n g  movement in  S p a in .
(3A /S u b i r a ,  H i s t o r i é , p .  462.
^^G arcia  M a rce l la n ,  CataloRO, pp . 74 and 179.
^^Subira^, "C orte  m a d r i le n a ."  193.
^^M itjan a ,  Musique, 4 :2121-22 .
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I r i a r t e  was an amateur m usic ian  and p layed  v i o l i n  and v i o l a .  
M usicians g a th e red  a t  h i s  home to  perform  chamber music in  which he 
took p a r te  Although now a p p a re n t ly  l o s t ,  I r i a r t e  wrote a Symphonia 
C o ncertan te  and s e v e ra l  s t r i n g  q u a r t e t s .  For th e  s ta g e ,  he wrote 
a number o f t o n a d i l l a s  whose lo c a t io n s  a re  no t k n o w n , I r i a r t e ' s  
poem. La musica (s e e  page 3 4 ) ,  was a very  po p u la r  work in  the  
e ig h te e n th  c e n tu ry .
S ev e ra l  composers were born  in  Spain of fo r e ig n  p a re n ts  and 
cannot p ro p e r ly  be c a l l e d  "Spanish  composers" Ir '.cause, a lthough  
born in  S pa in , they spen t l i t t l e  time t h e r e .  One o f th e se  was 
Rufino Lacy (b .  B i lb a o ,  S p a in ,  1765; d . ? )  who was born to  an 
E n g lish  fa m ily .  From a young age he s tu d ie d  w ith  K reu tzer  in  P a r i s  
and l a t e r  went to  London to  study w ith  V i o t t i .  In  1818 he accep ted  
the  p o s i t i o n  of co n ce r t  d i r e c to r  in  L iv e rp o o l ,  England. His com­
p o s i t i o n s  (whose lo c a t io n s  a re  unknown) a re  a F a n ta s ie  fo r  P ian o ,
Rondos fo r  P iano , and Q u in te ts  f o r  2 V io l in s ,  a l s o .  C ello  and 
70P ian o .
F e l ip e  Libon ( b .  C adiz, 1775; d . P a r i s ,  1838), whose p a re n ts  
were F rench , was born in  S pa in . As a young man he went to  London to
^^M itjana , Musique, 4 :2185. 
^^Chase, Music, p .  119, 
^*^Mltjana, Musique, 4 :2189 .
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71study the  v i o l i n  w ith  V i o t t i  and to  study composition w ith  Cimadoro* 
He s tu d ied  w ith  V i o t t i  fo r  s i x  y ea rs  and in  1793 accepted a p o s i t io n  
as  v i o l i n i s t  in  the  Spanish C o u rt ,  a f t e r  having he ld  a s im i la r  p o s i ­
t io n  in  L isbon, P o r tu g a l .  He remained in  Spain fo r  only  two y e a rs ;
in  1800 he moved to  P a r i s  where he a p p a ren tly  spent the  r e s t  of h i s  
72l i f e .  I t  was c i t e d  by S a ldon i t h a t  Libon in troduced  th e  p r a c t i c e
o f p lay in g  harmonics a s  a common dev ice  on the  v i o l i n ,
Libon was a p r o l i f i c  composer; h i s  com positions inc lude  s ix
73v i o l i n  c o n c e r t i ,  t r i o s ,  d u e t s ,  and c a p p r ic io s  fo r  solo  v i o l i n .
A la rg e  number of h i s  chamber music works a re  lo ca ted  in  the  L ib ra ry  
o f  Congress, Washington, D.C. His music i s  no t p re sen ted  in  t h i s  
paper because (1) h i s  t r a in in g  in  music was rece iv ed  p r im a r i ly  o u t ­
s id e  Spain and (2) he spent only  two y ears  of h i s  a d u l t  l i f e  in  
S pa in . This  d iscu ss io n  of Libon has been included here  fo r  the  sake 
o f  com ple teness.
Jose  Lidon (b .  Salamanca, 1752; d . Madrid, 1827) was p r i n ­
c i p a l l y  an o rg a n is t  but a l so  composed sacred  music and music fo r
o rgan . In  1787 he was appo in ted  o r g a n is t  a t  the c i t y  of Malaga, and
74in  1795 was made o rg a n is t  a t  the  Royal Chapel in  Madrid. In
^ H l i t j a n a ,  Musique, 4 :2189.
72S a ld o n i ,  D ic c io n a r io , 3 :224 .
73N ico las  Slonimsky, ed .  B ak e r 's  B iographical D ic t io n a ry ,
5th  ed . w ith  supplement (New York; G. Schirm er, 1971), s . v ,  "Libon, 
F e l ip e "  ( h e r e a f t e r  c i t e d  as  B a k e r 's ) .
^^Grove's and Baker * s ,  s . v .  "Lidon, J o s e ."
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a d d i t io n  to  h i s  m usica l  com p o si t io n s ,  he wrote a t r e a t i s e  e n t i t l e d  
R ég las  muy u t i l e s  p a ra  lo s  o r g a n i s t a s  (Very U sefu l H in ts  f o r  
O r g a n is t s ) (u n d a te d ) .  H is  sac red  com positions were performed 
r e g u l a r l y  a t  the  Royal C hapel.
Lidon wrote a few chamber music p ie c e s  in  a form known as  
o p o s ic io n es  (m e lo d y /b ass ) .  In  the  a rc h iv e s  o f  th e  Royal Chapel 
th e re  e x i s t  " v a r i a s  p i e s a s  p a ra  op o s ic io n es  de bajo  e i n s t r u ­
m e n t is te s " ^ ^  ( s e v e ra l  works f o r  melody and bass  in s t ru m e n ts ) .  The 
t i t l e s  were no t s p e c i f i e d .  S u b ira  l i s t e d  sev e ra l  sona ta s  ( u n t i t l e d )  
by Lidon which a re  in  th e  p a la c io  n a c io n a l . M adrid, Spa in .
M igel de Lope (?-1798) was a b a sso o n is t  a t  th e  Royal Chapel 
in  Madrid fo r  fo r ty - tw o  y e a r s .  A ll  t h a t  i s  known about him i s  th a t  
he completed one com position , a Sonata ( f o r  bassoon?) which i s  in  
th e  a rc h iv e s  o f  the p a la c io  n a c io n a l . M adrid, S pa in .
F ran c isco  F e l ip e  Mayo (b .  V i l la v e rd e ,  C a ta la ,  1789; d .  ?)
was l i s t e d  as  a chamber composer in  an a r t i c l e  on chamber music by
'  78S u b i r a ,  who l i s t e d  on ly  one work by Mayo, a s in f o n ia .  P re ­
sumably, i t  i s  f o r  chamber ensem ble. The p iece  was completed in  
1815 and co p ies  of i t  can be found in  th e  a rc h iv e s  of the  Royal
^^G arcia  M arce l la n ,  R eo rg an izac ien , p .  23. 
^ ^S u b ira ,  "C orte  m a d r i le n a ,"  193. 
^ ^ S u b ira ,  "C orte  m a d r i le n a ,"  193. 
^®Subira, "C orte  m a d r i le n a ,"  193.
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
68
79 7Chapel and of th e  p a la c io  n a c io n a l . At some p o in t  in  h i s  l i f e
80Mayo was a m usic ian  a t  th e  m onastery o f  M o n te se r ra t .
A man n o t  d i r e c t l y  r e l a t e d  to  chamber music was Pablo
Hinguet e  I r o l  (7 -1801)•  He was a s e l f - t a u g h t  Spanish  m usic ian
who p u b lish ed  a manual on th e  way to  p lay  v a r io u s  in s tru m e n ts .
I t  was e n t i t l e d  Modo de ta n e r  todos lo s  in s tru m en tes  (no d a te )  and
inc luded  s u p e r f i c i a l  in s t r u c t io n s  on how to  p lay  v a r io u s  wind and
s t r in g e d  in s tru m e n ts .  I t  a lso  c o n ta in s  some examples o f  fandangos
and o th e r  Spanish  dances. The only  f a c t  known about I r o l  i s  th a t
81he was m aestro  de danza in  M adrid.
Luis Mison (Misson) (b .  B arce lona , ? ; d . M adrid, 1766)
was b e s t  known by h i s  con tem poraries  as a f l a u t i s t  and a composer
o f t o n a d i l l a s . He was a ls o  an o b o is t  and a conductor-, Mison i s
82rega rded  as one of the  founders  of th e  t o n a d i l l a .
His v i r t u o s i c  a b i l i t i e s  as  a f l a u t i s t  were legendary  in  h is  
own time and were l a t e r  p e r p e t r a t e d ,  in  p a r t ,  by a poem c a l l e d  El 
to rdo  f l a u t i s t a  (The G reyish  F l a u t i s t ) ,  1784, by the  Spanish  poet 
F e l i x  M aria Saraaniego (1745-1801). Although w r i t t e n  a f t e r  Mison*s
79 /G arc ia  M arce llan ,  C a ta lo g o , p .  201.
80D icc io n a r io  Labor, s . v .  "Mayo, F ran c isco  F e l ip e . "
81 M itja n a ,  Musique, 4:2187.
82Grove * s , s . v .  "Mison, L o u is ."
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83d e a th ,  Samaniego lauded  th e  e x c e l l e n t  p lay in g  a b i l i t y  o£ Mison.
Some o£ h i s  chamber m usic was w r i t t e n  £or th e  Duke o f  A lba, 
and was found by S u b ira  a t  th e  P a la c io  de l i r i a ; however, th e se  
works a re  now l o s t .  S e is  s o n a ta s  a  f l a u t a  t r a b e r s i e r a  y v io l a  
o b lig ad a  hechas p a ra  e l  Exmo. S r .  Duque de Alba by Luis  Mison 
d a te  from c a .  1750 and were fo llow ed  by Segunda p a r t e ,  o o t r a s  s e i s  
so n a ta s  (Second P a r t ,  o r  Another S ix  S o n a ta s )
According to  H am ilton , Mison a ls o  composed a due t fo r  two
f l u t e s .  T h is  work was n o t  c i t e d  in  any o th e r  source and Hamilton
85did  n o t  g iv e  any p u b l i c a t io n  in fo rm a tio n  concern ing  i t .  Regard­
ing the  S e is  s o n a ta s , she s a id  t h a t  they  have " f r e s h  and v igo rous
themes, v a r i e d  harmonies and tempos, and th e  in t r o d u c t io n  o f  n a t iv e
86Spanish  a i r s  in  th e  forms o f  p o p u la r  songs and d a n ces ."
F ran c isco  J a v ie r  Moreno ( b .  M adrid, 1746; d .  Burdeos, 1836) 
was among th e  most c e le b r a te d  o f  S pan ish  v i o l i n i s t s  and v i o l i s t s .  
During h i s  l i f e t im e  he h e ld  many p o s i t i o n s  as  a p e r fo rm er .  Unfor­
tu n a t e l y ,  none of th e  d a te s  concern ing  h i s  employment have been 
re c o rd e d .  He served  as a chamber m usic ian  fo r  th e  b ro th e r  of C ar lo s  
IV, S r .  I n f a n te  Don G a b r ie l .  (T h is  i s  th e  same p r in c e  f o r  whom
83 ✓See F e l i x  M. Samaniego, F abu las  en v e r s o , Tomo 2; E l to rdo
f l a u t i s t a  (Madrid: 1784, r e p r i n t  e d .  by Jaime F i tz m a u r ic e -K e l ly ,
London: Oxford U n iv e r s i ty  P r e s s ,  1917).
^^Subira^ A lba, p .  199.
^^Ham ilton, M usic , p .  50.
^^Ham ilton, M usic, p .  167.
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S o le r  composed so much music [ s e e  page 44])*  He h e ld  th e  p o s i t io n  
o f  f i r s t  v i o l i n  in  th e  C a th ed ra l  o f  Zamora in  San tiago  de Compostela» 
in  th e  church o f  S an ta  C e c i l i a  in  L isbon , P o r tu g a l ,  and in  the  
T e a tro  de lo s  canbs de p e r a l  in  M adrid.
His known in s t ru m e n ta l  works inc lude  s e v e ra l  symphonies
now in  th e  a rc h iv e s  o f  th e  Royal C hapel, c a ta lo g u e  numbers
882*061-2.063* Although no chamber music com positions a r e  known 
to  have been w r i t t e n  by Moreno, he has  been inc luded  h e re  because 
o f  h i s  a c t i v e  p a r t i c i p a t i o n  a s  a v i o l i n i s t  and as  a pe rfo rm er of 
chamber m usic .
Jose  Nono (b* San Juan  de lo s  Abadesas, C a ta lu n ia ,  1776;
89d* ?)  was named chamber composer to  King C ar lo s  IV in  1805. He
composed a la rg e  amount o f  music fo r  the  k in g ,  but n e i t h e r  t i t l e s
n o r  lo c a t io n s  o f  th e se  works have survived* He was a l s o  known to
90have w r i t t e n  s e v e ra l  o p e ra s .
There a re  two t h e o r e t i c a l  works by Nono of which th e re  seem
to  be no e x ta n t  c o p ie s .  They were T rad as ta  e sc u e la  de m usica , 1814,
and Mana armonico, 1829, His only  a p p a re n t ly  su rv iv in g  work i s  a
91S in f o n ia  en Fa , i tem  no . 2*100 in  th e  Royal Chapel a r c h iv e s .
87S a ld o n i ,  D ic c io n a r io , 4 :2 1 8 .
^^G arcia  M a rc e l la n ,  C a ta lo g o , p .  221.
89 /G arc ia  M a rc e l la n ,  C a ta lo g o , p .  206.
on
S a ld o n i ,  D ic c io n a r io , 3 :394-95 .
91 /G arc ia  M a rc e l la n ,  C a ta lo g o , p .  207.
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F u r th e r  in v e s t ig a t i o n s  might perhaps uncover more com positions by 
t h i s  man.
C ar lo s  Ordonez ( f l .  c a .  1760-1780) was a v i o l i n i s t  and
composer. Although he had a Spanish  surname, Ordonez was born in
Germany. M it ja n a ,  in  h i s  r e s e a rc h  in  th e  e a r ly  tw e n t ie th  c e n tu ry ,
f a l s e l y  concluded th a t  Ordonez was a Spaniard  who had t r a v e le d  to
A u s t r ia  in  1769 where he composed many symphonies and chamber works.
L a te r  r e s e a rc h  by Landon has  v e r i f i e d  h i s  com positional o u tp u t ,  but
92has  d i s p e l l e d  the  f a c t  t h a t  he was born in  Spain .
F e l ip e  de los  R ios (b .  S e v i l l e ,  f l .  l a t e  e ig h te e n th  cen tu ry )
was g iven  in  1770 a p o s i t io n  o f  v i o l i n i s t  in  the  Royal C hapel, where
93he remained f o r  t h i r t y  y e a r s .  In  h i s  prim e, he was one o f  the
b e s t  known v i o l i n i s t s  in  S pa in . The ex ac t  p o s i t io n s  he he ld  are
n o t  kno^m. I t  has been e s ta b l i s h e d  th a t  he had some d e a l in g s  w ith
G. B r u n e t t i  and the  r e a l  camara de musica in  th e  year 1787. In
t h a t  same y ea r  he served on th e  a u d i t io n in g  committee of th e  Royal
Chapel in  Madrid fo r  a v i o l i n  vacancy . N otice  of th e  vacancy was
p u b lish e d  in  th e  D ia rio  cu r io so  de Madrid on 26 February  1787.
Requirem ents fo r  the  a u d i t io n  were th e  performance of p repared
94p ie c e s  and some s ig h t - re a d in g  ( I ) .
^M itjana , Musique, 4 :2185 , and M.G.G.. s . v .  "Ordonez, 
C a r lo s , "  by II. C. Robbins Landon.
93 /G arc ia  M arce llan ,  C a ta lo g o , p .  217.
96
S a ld o n i ,  D ic c io n a r io ,  3 :142 .
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The known works o f  de lo s  R ios Inc lude  (two) Sonatas  pa ra  
organo» c lav icho rdo  o piano con accompaniamiento de v io lo n c e l lo , 
1794, (p u b l i sh e r  no t c i t e d )  whose lo c a t io n s  a re  n o t  known, and 
( th r e e )  Sonatas ( f o r  v i o l i n ,  v i o l a ,  and c e l l o )  which a re  in  the  
a rc h iv e s  o f  th e  Royal C hapel, M adrid, c a ta lo g u e  numbers 1,007 to
1 .009.*5
A person  d i f f i c u l t  to  i d e n t i f y  was a man w ith  th e  l a s t  name 
of R iv e s .  S u b ira  in  h i s  a r t i c l e  on chamber music l i s t e d  a  R ives as 
a chamber music composer, b u t  gave no f i r s t  name, no works by him, 
and d id  no t s t a t e  i f  he was S p a n i s h . T h e r e  was a  Migel Rives 
whose name appeared in  the  re c o rd s  o f  v a r io u s  churches  in  the  c i t y  
of V a len c ia .  These r e f e re n c e s  have to  do w ith  m u s ic ia n s ,  but
97n e i th e r  d u t ie s  o f  t h i s  man nor com positions  by him a re  l i s t e d .
In  The B r i t i s h  Union C atalogue of E a rly  M usic, a p ie c e  by Bernard
Rives was c i t e d :  S ix  so n a te s  a v io lo n  s e u l  e t  b a s s o , opera  I ,
98p r in te d  by W i l l i  N ap ie r ,  c a .  1775. The name o f  Bernard R ives 
does n o t  appear in  any re f e re n c e  so u rce ,  bu t perhaps he i s  the  
same man r e f e r r e d  to  by S u b i r / .  Only f u r t h e r  r e s e a r h  could  confirm  
t h i s  f a c t*
^^Garcia M arce llan ,  C a ta lo g o . p .  115.
^^S ub ira ,  "Corte  m a d r i le n a ,"  183.
97H ig in io  A ngles, El v i l l a n c i c o  y l a  c a n ta ta  d e l  s ig lo  
XVIII a V a lenc ia  (B arcelona: n . p . ,  1935), p .  390.
QQ
B r i t i s h  Union C a ta lo g u e , 2 :894 .
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Manuel Sanchez G arcia  ( b .  T o ledo , 1771; d* ? ) was f i r s t  
b a sso o n is t a t  th e  Royal Chapel from 1814. H is on ly  known e x ta n t 
com position  i s  Sonata p a ra  baion  con accompaniam iento de v io lo n
(u n d a te d ) , and i s  in  th e  a rc h iv e s  o f th e  Royal C hapel, M adrid,
o , 99S p a in .
Mateo S o le r  (b .  B arce lo n a , ? ; d . 1799) was no t a known 
r e l a t i v e  o f A ntonio S o le r .  From 1780 he was a b a sso o n is t a t  th e  
Royal C hapel, and he was co n sid e red  an e x c e l le n t  perform er 
H is on ly  known e x ta n t com position  i s  in  th e  a rc h iv e s  of th e  Royal 
C hapel, M adrid, S p a in , ca ta lo g u e  number 1 .035 , and i s  e n t i t l e d  
Sonata p a ra  fa g o t con accompaniam iento de v io lo n »
Jo se  T e ix id o r (b . L e r id a , C a ta lu n ia , ? ; d . M adrid, 1814) 
was a com poser, o r g a n is t ,  and m usic h i s to r i a n .  P r io r  to  th e  year 
1778, th e  y ear in  which he was app o in ted  o rg a n is t  a t  the  Royal 
C hapel, he had been m aestro  de c a p i l l a  in  the  c i t y  of L e rid a  and 
o rg a n is t  a t  th e  C a p i l la  de la s  d e sc a lza s  r e a le s  in  M adrid. In  1804 
he p u b lish ed  a te x t  on g e n e ra l music h is to r y  e n t i t l e d  D iseu rso sobre 
la  h i s t o r i a  u n iv e rs a l  de la  m usica in  M adrid (p u b lish e r  unlcnown) and 
l e f t  a m anuscrip t o f th e  h i s to r y  of S pan ish  music which i s  now in  
th e  B ib lio te c a  n a c io n a l ,  M adrid, S p a in , ca ta lo g u e  number s ig .  M1769.
99 /G arc ia  M arce llan , C a ta lo g o , p p . 120 and 223-24.
^^^ S a ld o n i, D ic c io n a r io , 3 :140 .
^^^G arcia M arce llan , C ata lo g o , p p . 122 and 227.
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T h is  m an u sc rip t h a s  been  a  v a lu a b le  source fo r  S pan ish  m usic h is to ry *
N o tab ly , i t  was u sed  by S o rian o  F u e r te s  in  h is  fo u r  volume
h i s t o r y . Sub i r a  r e f e r r e d  to  an o th e r m an u sc rip t on some a sp e c t
o f  m usic h i s to r y  w r i t t e n  by T e ix id o r  which i s  in  th e  l ib r a r y  a t  th e
103c i t y  o f A rus, S p a in , c a ta lo g u e  number 169-18-4 . H is o n ly  known 
chamber works a re  some t r i o s  p u b lish e d  in  M adrid and now in  th e
104B ib l io te c a  r e a l .  M adrid , S p a in . T h e ir  t i t l e s  were u n s p e c if ie d .
A ntonio Ugena ( b .  ? ;  d . M adrid ( ? ) ,  1805) was a composer and 
c h o ra l d i r e c t o r .  In  1776 he was made a s s i s t a n t  m aestro  a t  the  
Royal C hapel, and in  1778, m aestro  d i r e c t o r . Most o f  h i s  composi­
t io n s  a re  sac red  p ie c e s ;  h i s  known e x ta n t  chamber works a re  P ieza  
p a ra  fa g o t con accom paniam iento de v io lo n  and P ieza  p a ra  examen de 
trompa con v io l in e s  y b a jo , b o th  in  th e  a rc h iv e s  o f  th e  Royal C hapel, 
c a ta lo g u e  numbers 1 .244 and 1 .2 4 5 , r e s p e c t iv e ly .
Antonio Ximenez ( b .  V a len c ia  ( ? ) ;  d* A lic a n te ,  1826) (no 
known r e l a t i v e  o f  N ic o la s  Ximenez d iscu ssed  on page 58) was a v io ­
l i n i s t  and g u i t a r i s t .  He sp en t m ost o f h is  a d u lt  l i f e  in  th e  c i t y  
o f  A lic a n te ,  which i s  in  s o u th e a s te rn  S p a in . He was on th e  f a c u l ty  
o f  th e  C o llege  o f San N ic o la s  in  A lic a n te  where he ta u g h t v i o l i n .
^^^D icc io n a rio  la b o r ,  s .v .  " T e ix id o r , J o s é ."  
^^^Subira^ "Germans F la ,"  114»
^ ^ ^ S u b ira , "C o rte  m a d rile n a ,"  188,
^^^G arcia M a rc e lla n , C a ta lo g o , pp . 135 and 235.
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piano»  and harp* He a ls o  p lay ed  f i r s t  v io l in  in  th e  chapel o f  San 
N ic o la s ,  and c a .  1800 was a member o f a group o f m usic p ro fe s so rs  
c a l l e d  th e  C a p i l la  de l a  c o le g ia ta  de A lic a n te  (Church a s s o c ia t io n  
o f A lic a n te )
H is  com positions in c lu d e  T ro is  so n a te s  pour v io lo n  avec
accompagnement de b a s s e » Opus 2» ca* 1780» p u b lish ed  by V idal» P a ris»
F ran ce  ( t h i s  work was l i s t e d  in  Leo Liepm annschon's K atalogue von
A n tiq u a r ie te n ) ; s e v e ra l  t r i o s  fo r  g u i ta r  (and bass?)»  1790»
p u b lish e d  in  P a r is  and fa v o ra b ly  re c e iv e d ; and Four T rio s  fo r  G u ita r*
V io lin *  and B ass* 1800» (p u b lis h e r  n o t c i te d )»  one o f which had the
i n t e r e s t i n g  t i t l e  G rac io sa  co n trad an za  nueva d e l minueT e fandango
con v a r ia c io n e s  ( D e lig h tfu l O p position  o f New Dances between the
108M inuet and th e  Fandango* w ith  V a r ia t io n s )* No lo c a t io n s  fo r  
any o f  th e se  com positions have been found* They a re  n o t in  the  
B ib lio th è q u e  n a tio n a l»  P a ris»  France*
^^^Saldoni» D ic c io n a r io , 2:85-86*
^^^Q u ellen -L ex ico n , s* v . "Ximenez, A ntonio*" 
10RSaldoni»  D ic c io n a r io , 4 :150 and 4:375*
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CHAPTER V
THE GENERAL STYLE OF THE CLASSICAL PERIOD
An u n d e rs tan d in g  of m usica l s ty le  i s  c r i t i c a l  to  th e  study 
o f any p e rio d  o f m usic h i s to r y .  Because the  S panish  composers 
under c o n s id e ra tio n  f lo u r is h e d  between 1750 and 1800, a tim e span 
co rrespond ing  to  th e  e ra  known as the  C la s s ic a l  P e rio d , p ro p er p e r ­
sp e c tiv e  o f th e se  Spanish  com posers' music can o n ly  be a t ta in e d  by 
a com prehension of th e  s t y l i s t i c  t r a i t s  o f the  C la s s ic a l  P e rio d ,
In  a g e n e ra l way, th e  c h ie f  s ty le  c h a r a c te r i s t i c s  of t h i s  e ra  a re  
d e fin e d ; th e se  c h a r a c t e r i s t i c s  can then  be used a s  a b a s is  w ith 
which to  compare th e  S p a n ia rd s ' m usic . R e a liz in g  th a t  s ty le  d id  
n o t rem ain th e  same throughout th e  p e r io d , and, lik e w is e , th a t  
s ty le  changes o ccu rred  from coun try  to  co u n try , i t  is  no t in tended  
h ere  to  de lve  in to  the  in t r i c a c i e s  of in d iv id u a l s t y l e s .  In s te a d , 
th e  p re v a i l in g  ten d en c ie s  in  music a re  d iscu ssed  w hile co n sid e rin g  
th e  C la s s ic a l  P eriod  as  a w hole. T h e re fo re , is su e  i s  no t taken  
w ith  such term s as  p r e - c l a s s i c ,  ro co co , s ty le  g a la n t , e t c .  There 
i s  a f u r th e r ,  more p r a c t i c a l  need fo r  t h i s  g e n e ra liz e d  trea tm en t 
o f th e  C la s s ic a l  P e rio d , The d a tin g  o f many of th e  Spanish com­
p o s i t io n s  can only  be approxim ate; th u s , i t  i s  n ecessa ry  to  have 
t h i s  overv iew ,
76
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The changes in  s ty le  between the  l a t e  works o f  J .  S . Bach 
(1685-1750) and h is  con tem poraries  such as George M athias Monn 
(1717-1750) and Johann S tam itz  (1717-1757) have been d e a l t  w ith  in  
d e t a i l  by th e o r i s t s  and m u s ic o lo g is ts .  That a marked s ty le  change 
o ccu rred  between c a . 1740 and 1760 i s  a w ell e s ta b lis h e d  f a c t .  
W rite rs  and s c h o la rs  such as  W illiam  S . Newman, H, C. Robbins Landon, 
C h arles  Rosen, e t  a l i i  have examined in  d e t a i l  th e  s ty le  o f the  
C la s s ic a l  P e r io d . T h e ir o b se rv a tio n s  and those  o f the  w r i te r  con­
s t i t u t e  th e  b a s is  o f t h i s  d is c u s s io n .
The in s tru m e n ta l s ty le  o f  th e  second h a lf  o f th e  e ig h te e n th  
cen tu ry  was in ex o rab ly  bound to g e th e r  w ith  th e  so n a ta  co n cep t, both  
as im plied  by th e  t i t l e  "S o n a ta ,"  and by th e  form known as " so n a ta -  
a l l e g r o ."  B efore t r e a t in g  s p e c i f ic  param eters  o f music such as 
m elody, harmony, e t c . ,  th e  s u b je c t o f the  so n ata  i s  d iscu ssed  
f i r s t . ^
E ig h tee n th -c e n tu ry  p ie c e s  w ith  th e  t i t l e  o f  Sonata could
c o n ta in  from one to  fo u r movement; th re e  was most common. In  a
three-m ovem ent so n a ta , th e  p re v a il in g  o rd e r o f movements observed
in  Haydn, M ozart, and Beethoven, i s  F a s t-S lo w -F a s t, o r  F a s t -
M oderate-F ast (F-S-F F-M -F). "Haydn u ses  a m inuet as  th e  m iddle
2
o r f i n a l  movement in  more than  h a l f  h is  three-movement s o n a ta s ."
H lu s ica l t i t l e s  of th e  l a t e  e ig h te e n th  cen tu ry  such as 
D iv e rtim en to , T o ccata , S o lo , e t c . ,  when a p p lie d  to  m ulti-movement 
co m p o sitio n s, a re  t r e a te d  in  t h i s  d is c u s s io n  a s  "S o n a ta s ."
Newman, C la s s ic , p .  133.
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O utside V ienna, th e  Baroque p la n  o f  S-F-F i s  observed  som etim es, 
bu t
O th erw ise , th e  v a r ie ty  o f  movement p la n s  i s  so g re a t  
th a t  o f te n  we s h a l l  be a b le  to  n o te  on ly  th e  frequency  
o f th e  m inuet f i n a l e ,  th e  fondness fo r  rondos and 
v a r i a t i o n s ,  th e  need f o r  c o n t r a s t  between movements, 
and p erhaps a tendency to  s te p  up the  m eter (o r  
f r a c t io n a l  tim e s ig n a tu re )  from one movement to  the  
n e x t«3
Newman a ls o  concluded th a t  no c le a r  c h ro n o lo g ic a l tre n d  seems to  
have e x is te d  w ith  r e s p e c t  to  number and o rd e r o f  movements. The 
form al a sp e c ts  o f a th re e  movement so n a ta  were as  fo llo w s : th e
f i r s t  was b in a ry , th e  second e i t h e r  b in a ry  o r m inuet and t r i o ,  
and th e  th i r d  b in a ry , m inuet and t r i o ,  o r ,  l a t e  in  th e  c e n tu ry , 
in  rondo form .
The s t r u c tu r e  o f  b in a ry  movements has been the  s u b je c t o f 
d is c u s s io n  by Newman, L ongyear, Churg in ,  e t  a l i i . G eneral ag ree ­
ment e x i s t s  among th e se  w r i te r s  concern ing  th e  p r in c ip le s  o f 
b in a ry  s t r u c tu r e .  T h is  s t r u c tu r e  as  in h e r i te d  from th e  Baroque 
P eriod  was:
A A*
I . .  V  *  I  h  V  —  I
( In  th e  form o u t l in e s  which appear in  t h i s  p a p e r , Roman num erals 
re p re s e n t  k e y s , upper case  f o r  m a jo r,  lower case  fo r  m in o r .)  In  
th e  e a r ly  C la s s ic a l  P e r io d , th e  s t r u c tu r e  cou ld  be one o f th e  
fo llo w in g :
3
Newman, C la s s ic , p .  135.
4
Newman, C la s s ic , p .  133.
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(» |=î-Mhv-M
A c le a r  to n ic  and dom iant r e la t io n s h ip  i s  observed  in  b o th  c a teg o ry
one and tw o, and , in  number tw o, a b i- th e m a tic  c o n c e p t. ( I n  o rd e r
to  avo id  r e p e t i t i o n  th roughou t t h i s  r e p o r t ,  th e  assum ption  i s  made
th a t  i f  th e  key o f th e  to n ic  i s  m in o r, th e  m odu la tion  a t  th e  double
b a r i s  u s u a l ly  to  th e  key o f  th e  m ajor m e d ia n t.)
R a tn er took th e  p o s i t io n  th a t  so n a ta  form i s  based on key
scheme r a th e r  than  th em atic  co n cep t:
S t y l i s t i c a l l y ,  th e  th em a tic  approach  b e tra y s  a  la ck  
o f  h i s t o r i c a l  p e r s p e c t iv e .  I t  e s ta b l i s h e s  a norm by 
which s o n a ta - fo m s  of d i f f e r e n t  s ty le  p e r io d s  a re  
judged ; in  so doing i t  has b rough t about m isunder­
s ta n d in g s  a s  to  what c o n s t i tu te s  a p ro p e r so n a ta -fo rm .
I t  f a i l s  to  account fo r  th e  d if f e r e n c e s  among baroque , 
c l a s s i c ,  and ro m an tic  form s; i t  does n o t re co g n ize  
p ro ced u res  th a t  g e n e ra te  ty p ic a l  form s; co n seq u en tly , 
i t  canno t de term ine  what i s  e s s e n t i a l  in  c l a s s i c
so n a ta -fo rm .5
R a tn e r* s  p o s i t io n  was h is  own ad m itted  re s ta te m e n t o f August 
Kollman*s (1756-1829) v iew p o in t ex p ressed  in  Essay on P r a c t ic a l  
M usical Com position w r i t t e n  in  1799. The K ollm an-R atner view  was 
th a t  a so n a ta  i s  d iv id e d  in to  two p a r t s  each o f which i s  d iv id ed  
in to  two s u b -s e c t io n s .  W ithin  p a r t  o n e , th e  f i r s t  s u b -se c tio n  
e s ta b l i s h e s  th e  b a s ic  to n a l i t y  and th en  makes a t r a n s i t i o n /  
m odu la tion  to  th e  second k ey . In  th e  second s u b -se c tio n  o f p a r t
Leonard R a tn e r , "Harmonic A spects o f C la s s ic  Form ," 
Jo u rn a l o f th e  American M u sico lo g ica l S o c ie ty  2 (Summer 1949): 160 
( h e r e a f te r  c i t e d  as R a tn e r , "H arm onic").
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o n e , th e  second key I s  e s ta b l i s h e d ,  and ends w ith  a cadence in  th i s  
second k ey . In  th e  f i r s t  s u b -se c tio n  o f  p a r t  two, th e re  i s  harmonic 
e la b o r a t io n ,  i . e . ,  m o d u la tio n s  to  o th e r  k e y s , fo llow ed  by a r e tu r n  
to  th e  o r ig in a l  k ey . F i n a l l y ,  in  th e  l a s t  s u b -se c tio n  th e re  i s  a 
re s ta te m e n t o f th e  e n t i r e  f i r s t  s u b -se c tio n  o r some p a r t  th e re o f  
in  th e  to n ic  k e y .^  R a tn e r  summarized th a t  son a ta -fo rm  i s  b a s ic a l ly  
a form dependent on key scheme, th e  same key scheme being  common to  
v i r t u a l l y  a l l  so n a ta  fo rm s.^
The accep tan ce  o f  t h i s  a n a ly t ic a l  p o s i t io n  (which i s  sup­
p o rte d  by o th e r  w r i te r s )  e l im in a te s  th e  problem  o f  d e f in in g  so n a ta -  
form a s  a fu n c tio n  o f th e m a tic  c o n ten t an d /o r p e r io d ic  s t r u c tu r e .  
F u rth erm o re , a s  s ta t e d  by R a tn e r , most e ig h te e n th -c e n tu ry  so n a ta -  
forms conform  to  t h i s  th e o r e t i c a l  m odel. The th em atic  and p e r io d ic  
a sp e c ts  o f  so n a ta  form can  now be d e a l t  w ith  as secondary le v e ls  of 
o rg a n iz a tio n  imposed on an a lr e a d y - e x is t in g  key scheme.
M ono-them atic, b i - th e m a t ic ,  and p o ly -th em a tic  so n a ta s  
e x is te d  contem poraneously  in  th e  e ig h te e n th  c e n tu ry . To a ttem p t 
to  t r a c e  a  c h ro n o lo g ic a l developm ent o f t h i s  a sp e c t o f th e  so n ata  
seems im p o ss ib le .
One cannot even t r a c e  w ith  c e r ta in ty  a ch ro n o lo g ic a l 
developm ent o f so n a ta -fo rm  e x p o s it io n , fo r  th em atic  
h ie r a r c h ie s  can be c l e a r ly  e v id e n t in  some movements
^ R a tn e r , "H arm onic," 163. 
^ R a tn e r , "H arm onic," 167.
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and no t o th e r s  in  so n a ta  forms w r i t te n  in  th e  same
y ea r o r even in  th e  same s o n a ta .8
S onata  form movements w ith  as many a s  seven o r  e ig h t  themes e x is te d  
in  th e  e ig h te e n th  c e n tu ry , bu t were no t common. (See G luck, 
"O v ertu re” to  A lc e s te . )  The ty p ic a l  th em atic  s t r u c tu r e  in  so n a ta -  
form  movements i s  as  fo llo w s: in  a b in a ry  movement w ith  two o r 
th re e  them es, th e  f i r s t  theme i s  p layed  in  th e  to n ic  key a t  th e  
opening  o f th e  movement. I t  i s  fo llow ed  by a t r a n s i t i o n  which 
m odu la tes to  th e  key o f th e  dom inant. In  th e  key o f th e  dom inant, a
second theme i s  s ta te d ;  th e  n a tu re  o f  t h i s  second theme can be any­
th in g  from a l i t e r a l  re s ta te m e n t o f  th e  f i r s t  theme to  a h ig h ly  con­
t r a s t i n g  one . When th re e  themes o c c u r , th e  t h i r d  theme g e n e ra lly  
o c cu rs  in  th e  key of th e  dom inant. The e n t i r e  s e c tio n  to  th e  
double  b a r ,  c a e s u ra , o r s tro n g  cadence on th e  dominant i s  c a l le d  
th e  e x p o s i t io n .  As d e fin ed  by R a tn e r (se e  ab o v e), t h i s  i s  th e  end 
o f  p a r t  o n e . P a r t  two g e n e ra lly  b eg in s  w ith  a re s ta te m e n t o f the  
f i r s t  theme in  th e  dominant k ey . In  approx im ate ly  th e  l a s t  twenty 
y e a rs  o f th e  e ig h te e n th  c e n tu ry , t h i s  p r a c t ic e  was re p la c e d  by a
9
re s ta te m e n t o f e i t h e r  th e  second o r  t h i r d  them es. The beginning  
o f p a r t  tw o, u s u a lly  r e f e r r e d  to  a s  th e  developm ent s e c t io n ,  p re ­
s e n ts  th e  p o r t io n  o f th e  so n ata  which was t r e a te d  l e a s t  c o n s is te n t ly
g
R. M. Longyear, "B inary  V a r ia n ts  o f E a rly  C la s s ic  Sonata 
Form ," Jo u rn a l o f Music Theory 15 (W inter 1971); 167 (h e r e a f te r  
c i t e d  as Longyear, "B inary  V a r ia n ts " ) .
9
B ath ia  C hurg in , ••Francesco G a le a z z i’ s D e sc rip tio n  (1796) 
o f  Sonata Form ," Jo u rn a l o f th e  American M u sico lo g ica l S o c ie ty  21 
(Summer 1968): 186 ( h e r e a f te r  c i t e d  as  C hurg in , " G a le a z z l" ) .
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by th e  composers of th e  p e rio d  ( to  be d iscu ssed  in  g re a te r  d e t a i l  
below ). In  th e  development s e c t io n .  I . e . ,  th e  f i r s t  su b -se c tio n  
o f p a r t  two, th e  o n ly  p ra c t ic e  g e n e ra lly  observed  by a l l  composers 
was th e  m odulation  to  keys o th e r  than  to n ic  and dom inant; th em atic  
trea tm en t In  th e  development s e c tio n  was u n p re d ic ta b le . The 
s im p lest tre a tm en t o f the  so n a ta  In  th e  f i r s t  su b -se c tio n  o f p a r t  
two i s  to  p re se n t th e  f i r s t  theme In  th e  dominant and then  imme­
d ia te ly  to  r e tu r n  to  th e  to n ic  key (b eg inn ing  o f second su b -se c tio n )  
and re p e a t th e  second and /o r th i r d  themes In th e  to n ic  key , th u s  
ending th e  m o v e m e n t . W h e n  t h i s  s i tu a t io n  I s  p re s e n t ,  th e re  Is  
no com plete r e c a p i tu la t io n ,  because th e  f i r s t  theme m a te r ia l  I s  
n o t s ta te d  In  th e  to n ic  k ey . (A com plete r e c a p i tu la t io n  re q u ire s  
a l l  themes to  r e tu r n  In the  to n ic  k e y .)  In  some c a s e s , r e c a p i tu la ­
t io n s  were Incom plete, w ith  on ly  th e  f i r s t ,  second, o r th i r d  theme 
r e tu rn in g . M irro r r e c a p i tu la t io n s  a lso  e x is te d  w ith  themes coming 
back In re v e rse  o rd e r .  A common a sp e c t o f r e c a p i tu la t io n s  o f the  
l a t e  e ig h te e n th  cen tu ry  th a t  I s  v i r t u a l l y  ignored  in  the  p re se n t 
concerns th e  re tu rn  o f the  second theme In  th e  key of the  sub- 
dom inant.^^ The f i n a l  a rea  o f to n ic  d id  no t n e c e s s a r i ly  have 
them atic  m a te r ia l .  Although n o t found commonly, in  t h i s  case  on ly  
th e  to n ic  key was e s ta b l is h e d  w ith  no r e c a p i tu la t io n  o f m a te r ia l .
165.
^^Newman, C la s s ic , p p . 145-46.
^^C hurgln, " G a le a z z l,"  184, and Longyear, "B inary V a r ia n ts ,"
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The f i r s t  su b -se c tio n  o f p a r t  two, i . e . ,  th e  development 
s e c t io n ,  re c e iv e d  w ide-rang ing  tre a tm e n ts  from e ig h te e n th -c e n tu ry  
com posers.
The d is c re p a n c ie s  in  len g th  between th e  two p a r ts  
o f th e  movement most commonly occur in  t h i s  s e c tio n  
[fo llo w in g  th e  double b a r ] ,  fo r  a s  a g e n e ra l r u l e ,  
composers o f t h i s  tim e [ l a t e  e ig h te e n th  c en tu ry ] 
f e l t  th a t  more m u sica l tim e-space  was needed to  
r e tu r n  to  th e  to n ic  th an  to  leav e  it.1%
Composers dem onstrated  g re a te r  freedom in  t h i s  s e c t io n  perhaps
because i t  was viewed a s  th e  most u n r e s t r i c te d  p a r t  o f th e  so n a ta .
Development in  th e  c l a s s i c a l  and p r e - c la s s ic a l  s ty le s  
i s  b a s ic a l ly  n o th in g  more than  in t e n s i f i c a t i o n .  The 
e a r l i e s t  c l a s s i c a l  way o f develop ing  a them e, and one 
th a t  was never l o s t ,  was to  p la y  i t  w ith  more dram atic  
harm onies and in  a rem ote k ey . At tim e s , th e  more 
d ram atic  harm onies a l l  by them selves even w ithou t 
m elod ies would serv e  as developm ent, and we f in d  
"developm ent" s e c tio n s  in  many so n a tas  which make no 
d i r e c t  a l lu s io n  to  th e  themes o f th e  " e x p o s i t io n ."13
Composers a ls o  f e l t  f r e e  to  add new themes during  th e  development
14s e c t io n ,  making i t ,  in  a sen se , an " e x p o s it io n ."
The o rg a n iz a tio n  o f t o n a l i t i e s  in  th e  development v a r ie d  
w id e ly . From th e  key o f th e  dom inant, m odula tions to  sev e ra l 
o th e r  keys fo llo w ed , one o f them u s u a lly  being a m inor key .^^
12Longyear, "B inary  V a r ia n ts ,"  183.
13C h arles  R osen, The C la s s ic a l  S ty le ,  Haydn, M ozart, and 
Beethoven (London: F a b e r , 1971), p . 50 ( h e r e a f te r  c i te d  as  R osen,
C la s s ic a l  S ty le ) .
^^Rosen, C la s s ic a l  S ty le , p .  51.
^^Newman, C la s s ic , p .  156.
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During th e se  m o d u la tio n s  th e  harm onic rhythm  f re q u e n tly  in c re a se d  
in  s p e e d . C o n m o n l y  th e n , th e  to n ic  would be approached from th e  
key o f th e  subdominant
The above p a rag rap h s  have g iv en  a b road  d e f in i t io n  to  th e  
s t ru c tu re  known a s  s o n a ta - a l le g r o ,  one th a t  i s  e a s i ly  a p p lic a b le  
in  a p r a c t i c a l  s e n se . The d e f in i t i o n  o f th e  developm ent s e c t io n  
rem ains d i f f i c u l t ,  i f  n o t im p o ss ib le  to  s p e c ify .  However, th e  o v e r­
a l l  t h e o r e t ic a l  model can  se rv e  a s  a  b a s is  o f  com parison .
O m itted from th e  d is c u s s io n  above was th e  m ention o f a 
seldom -used p a r t  o f s o n a ta -a l le g ro  form s— th e  slow in t r o d u c t io n .  
T h is p o r tio n  o f th e  so n a ta  was d isc u sse d  by some e ig h te e n th -  
c en tu ry  t h e o r i s t s ,  n o ta b ly ,  F rancesco  G a leazz i (1758-1819). In  a 
t r e a t i s e  e n t i t l e d  E lem ent! t e o r i c o - p r a t i c i  d i  m usica .  he s ta te d  
th a t  th e  slow in tro d u c t io n  was a p re p a ra t io n  fo r  th e  " t r u e  m otive 
of th e  co m p o sitio n ,"  and th a t  i t  co u ld  b eg in  o u ts id e  th e  main
key.IB
C onsidering  th e  so n a ta  as  a  mu11i«^novement co m p o sitio n , 
i t s  key scheme cou ld  fo llo w  d i f f e r e n t  p a t t e r n s .  S o natas  in  th re e  
o r fo u r movements g e n e r a l ly  had th e  slow movement in  a c o n tra s t in g  
key . S onatas w ith  m in u e ts , o r  so n a ta s  in  th e  o rd e r  S-F-F g e n e ra lly
S h e lle y  D av is , "Harmonic Rhythm in  M ozart’ s Sonata Form ," 
Music Review 27 (1966): 25 ( h e r e a f te r  c i te d  a s  D av is, "Harmonic 
Rhythm").
17.Longyear, "B in ary  V a r ia n ts ,"  165.
18F rancesco  G a le a z z i ,  E lem en t! te o r ic o  p r a t i c i  d i m usica 
(Rome: G races , 1791), quo ted  in  C hurg in , " G a le a z z i,"  185.
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d id  n o t have key changes among movements* S onatas w ith  a l l  move­
m ents in  d i f f e r e n t  k e y s , o r  w ith  th e  f i n a l  movement in  a  d i f f e r e n t  
key were ex trem ely  ra re *  H aydn 's  keyboard so n a ta s  changed keys
o n ly  s ix ty  p e rc e n t o f th e  tim e ; th e  o th e r  f o r ty  p e rc e n t rem ained
19in  th e  same key fo r  each movement*
G eneral S ty le  C h a r a c te r i s t i c s
The C la s s ic a l  P e rio d  was a  tim e du rin g  which th e re  e x is te d
a  s u r p r i s in g ly  g re a t  c o n s is te n c y  o f s ty le *
In  f a c t  th e re  was a c e r t a in  in te r n a t io n a l  u n ity  o f 
s ty le  in  th o se  days [ l a t e  e ig h te e n th  c e n tu ry ] ,  ex ten d ­
ing from  Rome to  Copenhagen and from M adrid to  Prague*
Of c o u rs e , th e re  were a l l  s o r t s  o f  lo c a l  c o lo u rin g s ; 
b u t m usic in  s o c ie ty  was s t r i k in g ly  s im ila r* ^ ^
Landon*s s ta tem en t was c o rro b o ra te d  by Newman;
At th e  s t a r t  o f th e  C la s s ic  E ra  th e re  were a c tu a l ly  
so many c e n te rs  o f th e  s o n a ta —o r o f  a l l  m usic , fo r  
th a t  m a t te r —th a t  t h e i r  sh ee r number p lu s  th e i r  
complex in te r r e l a t io n s h ip s  have c re a te d  th e  c h ie f  
o b s ta c le s  to  an adequate  u n d e rs tan d in g  and survey 
o f t h a t  e r a  a s  a  whole* * * * P re -C la s s ic  s ty l e s ,  
fo rm s, and tre n d s  must have been " in  th e  a i r "  
everyw here and a t  about th e  same tim e*^^
Rosen d id  n o t c o n tr a d ic t  t h i s  v ie w p o in t, bu t f e l t  th a t  a d e f in i ­
t io n  o f s ty le  was a compromise,
a f i c t i o n ,  an a ttem p t to  c r e a te  o r d e r ,  a c o n s tru c tio n  
th a t  e n ab le s  us to  in t e r p r e t  th e  change in  th e  m usical 
language w ith o u t being t o t a l l y  bew ildered  by the  mass
19Newman, C la s s ic , pp* 137-138*
20H* C* Robbins Landon, E ssays on th e  V iennese C la s s ic a l  
S ty le ,  G luck, Haydn, Mozart* and Beethoven (New York: M acm illan,
1970), p* 49 ( h e r e a f te r  c i t e d  as Landon, E ssay s) *
^Newman, C la s s ic ,  pp* 59-60*
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o f m inor com posers, many o f  them very  f i n e ,  who understood  
o n ly  im p e rfe c tly  th e  d i r e c t io n  in  which they  were 
g o in g , .  .  .22
The e s ta b l is h e d  f a c t  o f a s ty le  change between Baroque and 
C la s s ic a l  P e rio d s  i s  known. The essence  o f th e se  changes i s  p re ­
sen ted  in  th e  fo llo w in g  two q u o ta tio n s  by R ichard  C rocker and Newman.
A fte r  1750 com posers began to  look fo r  a more v a r ie d ,  
f l e x ib le  s t y l e ,  which would p rov ide  a le s s  s te reo ty p e d  
r e p r e s e n ta t io n  o f  human p a s s io n . Each work was to  
have an in d iv id u a l  c h a r a c te r ,  som ething to  d is t in g u is h  
i t  from th e  now seem ingly m echanical idiom s o f th e  o ld .
T h is in d iv id u a l  c h a r a c te r  was to  be exp ressed  through 
a v a r ie ty  o f  rhy thm s, f i g u r e s ,  and themes fo llo w in g  
one a n o th e r in  r a p id  a l t e r n a t io n .  . . .  As v a r ie ty  
in c re a s e d , how ever, so d id  th e  need fo r  l a r g e r ,  s tro n g e r
forms t h a t  cou ld  g a th e r  up th e  more v a r ie d  rhythm s and
themes in to  a  b road  b u t s t i l l  com pelling u n i ty .  Com­
p o se rs  found t h e i r  way tow ard th e se  forms th rough  a 
c l a r i f i c a t i o n  and re fin em en t o f the  sense o f key; they  
b rought th e  k in d  o f  to n a l  o rd e r b u i l t  o f t r i a d s  to  a 
peak o f e f f i c i e n c y .23
I n te g r a l  to  th e  l a t e r  Baroque s ty le  i s  th e  co n tin u o u sly  
spun o u t m elody, which p a r a l l e l s  th e  basso co n tin u e  in  
m e lo /b ass  s e t t in g s  and te n d s  to  grow in te n s iv e ly  . . .  
ou t o f th e  seq u en ces , t r a n s p o s i t io n s ,  in v e r s io n s , and 
o th e r  f r e e  r e i t e r a t i o n s  o f  a  m otive o r s to ck  f ig u r e .
O ften t h i s  m elod ic  l in e  s h i f t s  from one v o ice  to
an o th e r by m o tiv ic  exchanges in  a r e l a t i v e ly  polyphonic 
te x tu r e .  In  t u r n ,  th e  o v e rlap p in g  o r d o v e ta i l in g  of 
th e se  exchanges make fo r  a p l a s t i c ,  p ro s e l ik e  rhythm 
s t i l l  somewhat independent o f  b a r l in e  m e te r . And the 
te x tu re  i t s e l f  fa v o rs  a ra p id  harmonic rhythm . The 
to n a l o rg a n iz a t io n  i s  u s u a l ly  de fin ed  by th e  sphere  of
^ ^ o s e n .  C la s s ic a l  S ty l e , p .  22.
no
R ich a rd  L . C ro ck er, A H is to ry  o f M usical S ty le  (New York: 
McGraw H i l l  Book C o ., 1966), p .  355 (h e r e a f te r  c i t e d  as  C rocker, 
S ty le ) .
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n e a r e s t  r e la te d  k e y s , a s  a t ta in e d  by one d r iv e - to -  
th e -cad en ce  a f t e r  a n o th e r . C h a r a c te r is t ic  o f th ese  
d r lv e s - to - th e -c a d e n c e  I s  s e q u e n tia l p ro g ress  In  
c h a in s  o f  push and p u l l  on one Idea w ith in  th e  scope 
o f one main k ey . one main flo w , and one r e l a t i v e ly  
unbroken a rc h .^ *
Newman th en  added t h a t ,  excep t In  c e r ta in  fu g a l and development
s e c t io n s ,  th e  baroque s t y l e ,  as  o u tl in e d  above, d id  no t appear
25In  th e  m usic o f th e  V iennese m a s te rs . In s te a d , o th e r  c h a rac ­
t e r i s t i c s  In d lg in o u s to  th e  C la s s ic a l  P erio d  were used : (1 )
m elo d ies  were o rg an ized  w ith  " f o lk - l ik e "  ba lance  o f an teced en t 
and consequent p h ra s e s , (2 ) m elod ies were w r i t te n  w ith  c le a r  
p h rase  s t r u c tu r e  and w ith  c le a r  m e tr ic a l  a rrangem ents, (3 ) th e  
m otives were d iv id ed  in to  two d i s t i n c t  p a r t s  th a t  a re  sh arp ly  con­
t r a s t e d  in  a l l  r e s p e c ts  ( e . g . ,  opening o f M o za rt's  Symphony No. 41 ,
Ç m a jo r ) ,  and (4 ) p h ra se  le n g th s  g e n e ra lly  c o n s is te d  of fo u r -b a r
26u n i t s  a rran g ed  as fo u r - p lu s - f o u r .
Melody
The c h a r a c t e r i s t i c  which a l l  c l a s s i c a l  m elodies had in  
common i s  p e r io d ic i ty ,  be they  in  tw o -b ar, fo u r -b a r ,  s ix - b a r ,  o r  
e ig h t- b a r  p h ra se s . Long p h rase  g roupings f re q u e n tly  subdiv ided  
in to  a n teced en t/co n seq u en t p h ra s e s . Most tw e n tie th -c e n tu ry  s c h o la rs  
o f  th e  C la s s ic a l  P erio d  ag ree  on one o th e r  q u a l i ty  o f m elodies stem ­
ming from  C arl P . E . B ach 's  (1714-1788) (and o th e r 's )  empfindsamer 
S t i l .
^^Ncwman, C la s s ic , p . 120. 
25Newman, C la s s ic , p . 120» 
^^ew m an, C la s s ic , p .  126»
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A b a s ic  te n e t  o f t h i s  schoo l was to  re p la c e  th e  baroque 
id ea  o f  m a in ta in in g  an " a f f e c t io n "  th roughou t a cmnpo- 
s i t l o n  (o r  a so n a ta  movement) by a c o n s ta n t change of 
a f f e c t io n  o r  e x p re s s io n , to g e th e r  w ith  changes o f  
dynam ics, e t c . 2 '
The m a in ta in in g  o f  an a f f e c t io n  was in te g r a l ly  r e la te d  to  th e  te c h ­
n ique  o f F o r tsp in n u n g .  (F or th e  purposes o f t h i s  p a p e r , F o r t -  
spinnung i s  d e fin e d  a s  co n tin u o u s  developm ent o f a melody w ith o u t 
c le a r  p h ra se  s t r u c tu r e  and the  tendency  of a theme o r su b je c t to  
c o n s is t  o f  th e  same o r  s im ila r  n o te  v a lu e s , e . g . ,  a l l  e ig h th  n o te s  
o r e ig h th  and q u a r te r  n o te s . )  The change o f a f f e c t io n  was compo- 
s i t i o n a l l y  a r r iv e d  a t ,  in  p a r t ,  by th e  c lo se  p ro x im ity  o f w ide- 
ran g in g  n o te  v a lu e s  w ith in  one m elody. Note v a lu e s  rang ing  from 
d o t te d -h a lf  n o te s  to  th ir ty - s e c o n d  n o te s  m ight appear in  one fo u r -  
bar p h ra s e . (H e re a f te r ,  t h i s  d ev ice  i s  r e f e r r e d  to  as  " d iv e r s e -  
n o te - v a lu e ( s ) ." )  A second way o f  dem o n stra tin g  empfindsamer S t i l  
was by th e  c lo s e  ju x ta p o s i t io n  o f  dup le  and t r i p l e  su b d iv is io n s  o f 
th e  b e a t .  The n e t  e f f e c t  o f b o th  th e se  d ev ices  i s  a  s t a r t i n g  and 
h a l t in g  m otion w ith in  th e  m elodic l i n e .  The fo llo w in g  two examples 
from Haydn s t r in g  q u a r te t s  dem onstrate  th e se  p r in c ip le s .
Andante
A 4
Example 1 . Haydn, Jo se p h , S tr in g  Q u a rte t in  A M ajor. Op. 20 , No. 6 , 
2nd movement, b a rs  1-8 ( 1 s t  v io l i n  p a r t  o n ly )
27H arvard D ic tio n a ry , s . v . ,  "em pfindsam er S t i l . "
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In  Example 1 , n o te  th e  c le a r  p h rase  s t r u c tu r e ,  th e  prom inent u se  o f 
r e s t s ,  and th e  d iv e rs e -n o te -v a lu e  co n ce p t. Example 2 dem o n stra tes  
dup le  and t r i p l e  su b d iv is io n s  o f th e  b e a t in  c lo se  p ro x im ity .
Adagio
Example 2 .  Haydn, Jo se p h , S tr in g  Q u a rte t in  C M ajor, Op. 33 , No.
3 ,  3 rd  movement, b a rs  43-44 ( 1 s t  v io l i n  p a r t  o n ly )
O ther c h a r a c t e r i s t i c s  o f  c l a s s i c a l  m elod ies in c lu d e  occa­
s io n a l  le a p s  o f an o c tav e  o r  m ore, ap p o g ia tu ra s  re s o lv in g  on th e  
weak b e a t ( th e  Mannheim s ig h ) ,  tu rn s  (a s  seen in  Example 1 , b a rs  
f iv e  and s i x ) ,  t r i l l s  and o th e r  o rnam en ts, syncopated rhy thm s,
d o tte d  f ig u r e s ,  and f r e q u e n t h a l t s  a t  h a l f  o r  f u l l  cadences (a s
28n o ted  in  Example 1 ) .  C la s s ic a l  themes ten d  a ls o  to  be com plete
m u sica l u n i t s .  They a re  "rounded o f f ,  re so lv e d  a s  th ey  end—and
th e  f a c t  th a t  they  end a t  a l l  s e t s  them a p a r t  so c le a r ly  from many
29themes o f th e  B aroque."  C la s s ic a l  m e lo d ie s , in  f a c t ,  a re  so 
p r e d ic ta b le ,  th a t  some m u s ic o lo g is ts  f e l t  th a t  they  " le n d  them­
s e lv e s  r e a d i ly  to  th e  s u b s t i tu t io n  o f one m elodic fo&.nula fo r  
a n o th e r ." " "  As th e  c l a s s i c a l  so n a ta  t r a d i t i o n  was becoming
28,Newman, C la s s ic , p p . 1 2 0 ff .
29R osen, C la s s ic a l  S ty le ,  p p . 76-77 .
30Leonard R a tn e r ,  "E ig h teen th -C en tu ry  T h eo rie s  o f M usical 
P e rio d  S t r u c tu r e ,"  M usica l Q u a rte rly  42 (1956); 446 ( h e r e a f te r  
c i t e d  a s  R a tn e r , " S t r u c tu r e " ) .
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e s ta b l is h e d  in  th e  1760s and 1770s th e  concep t o f c o n tr a s t  between
them es, a s  w e ll a s  w i th in ,  became in c re a s in g ly  im p o rta n t. The
term s "m ascu lin e"  and " fe m in in e "  have been used to  d e sc r ib e  f i r s t
and second them es, th e  form er be in g  more d i r e c t  and f o r th r ig h t ,
and th e  l a t t e r  more l y r i c a l .  A lthough t h i s  a sp e c t o f th e  so n a ta  i s
n o t o b served  u n iv e r s a l l y ,  i t  i s ,  n o n e th e le s s , a s ig n i f ic a n t  p a r t  o f
31th e  c l a s s i c a l  s t y l e .
Rhythm and M eter
M eter in  th e  l a t e  e ig h te e n th  c en tu ry  was approached d i f ­
f e r e n t ly  from th e  way i t  was in  th e  Baroque P e r io d . A ccording to  
R osen , in  baroque m u sic , th e  b e a ts  in  a 4 /4  m eter a re  n e a r ly  equal 
in  w e ig h t. "The f i r s t ,  o r  dow nbeat, i s  somewhat h e a v ie r ,  and th e
l a s t ,  o r  u p b e a t, i s  g iv e n  im portance by a s l ig h t  l i f t ;  bu t th e
* 32in e q u a l i t i e s  a re  never u n d e rsc o re d ."  Rosen was im plying th a t
th e  sen se  o f th e  downbeat was n o t an ex trem ely  heavy b e a t ,  and
th a t  th e  o th e r  b e a ts  in  th e  b a r were o f n e a r ly  eq u al s t r e s s .  Rosen
f u r th e r  s ta t e d  th a t  in  th e  C la s s ic a l  P erio d  th e  sense o f s t r e s s  on
each b e a t was n o t th e  same. Downbeats re c e iv e d  g r e a te s t  em phasis,
and u p b e a ts  had "much g r e a te r  w eigh t th an  th e  second b e a t"  ( in  4 /4  
33m e te r ) .  T h is  unevenness o f s t r e s s  w ith in  th e  b a r ,  th e n , was a 
d i s t i n c t i v e  q u a l i ty  o f m e te r in  th e  C la s s ic a l  P e rio d .
^ ^ o s e n .  C la s s ic a l  S ty l e , p . 81.
32R osen, C la s s ic a l  S ty l e , p . 90.
33R osen , C la s s ic a l  S ty l e , p . 90.
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Some rhythm ic c o n s id e ra t io n s  were d isc u sse d  above in  th e
s e c tio n  on m elody. The re a d e r  i s  rem inded th a t  th e  su b d iv is io n s
o f th e  b e a t ten d  to  come in  m u lt ip le s  o f e ig h th  n o te s ,  s ix te e n th
n o te s ,  th ir ty - s e c o n d  n o te s ,  and t h e i r  t r i p l e t  e q u iv a le n ts .  I t  was
a lso  common to  in tro d u c e  a  f a s t e r  rhythm  in  an accompaniment f ig u re
34b e fo re  p la c in g  i t  in  th e  m elody. Note v a lu e s  a lso  tended to  go
35from slow to  f a s t  in  a m elody. F in a l ly ,  i t  can be observed  th a t  
rhythm ic p a t te r n s  tended  to  be sy n m e tr ic a l , i . e . ,  slow  n o te  v a lu e s  
a re  b a lanced  by f a s t e r  o n e s .
Harmony
H arm on ically , a much s im p le r vo cab u la ry  was seen a t  th e  
beg inn ing  o f th e  C la s s ic a l  P e rio d  th an  was seen  a t  th e  end o f  the  
B aroque. C la s s ic a l  m elod ies  were p r in c ip a l ly  harm onized by the  
t r i a d s  o f I ,  IV , and V, w ith  p ro g re s s io n s  o f I-V -I-V -I  be ing  q u ite  
common. P a r t i c u la r ly  du ring  th e  e x p o s it io n  o f themes and in  
t r a n s i t i o n a l  p a ssa g e s , harm onic rhythm  was slow . One chord change 
every  b a r ,  o r  every  two b a rs  was n o t uncommon. H alf o r  f u l l  
cadences were f r e q u e n t ,  complementing th e  p e r io d ic  n a tu re  o f th e  
m e lo d ie s .
The most adventuresom e harm onic p r a c t i c e ,  a s  a lre a d y  men­
t io n e d , took  p la c e  in  th e  developm ent s e c t io n .  However, even in  
t h i s  p a r t  o f th e  movement, ab ru p t changes o f to n a l i ty  were avo ided .
^^Rosen, C la s s ic a l  S ty le , p p . 54-65 . 
35D av is , "Harmonic Rhythm," 27•
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Perhaps more lnq>ortant( composers now emphasized 
Che p ro c e ss  o f g e t t in g  from one key to  a n o th e r .
T h is  involved  both  th e  c le a r  e s ta b l is h in g  o f keys 
a t  th e  beginning  and end o f th e  m o d u la tion , and 
a lso  th e  s u b tle  e x p lo i ta t io n  o f p iv o t-ch o rd  
fu n c tio n s  du ring  th e  m odulation  i t s e l f .  The h igh  
c o n tr a s t  o f a b ru p tly  Juxtaposed  keys so ch a rac ­
t e r i s t i c  of th e  o ld  s ty le  was g ra d u a lly  re p la c e d  
by th e  sense o f t r a n s i t i o n  a r i s in g  from m o du la tion . 
F urtherm ore , a s  keys were p re se n te d  more c l e a r ly ,  
composers made more s u b tle  use  o f th e  whole fam ily  
of secondary o r a p p lie d  dom inants
P e rfe c t a u th e n tic  cadences were found f r e q u e n tly . At th e
ends of la rg e  s e c t io n s ,  p a r t i c u l a r ly ,  th e  sense o f f i n a l i t y  was
emphasized by th e  ra p id  r e p e t i t i o n  o f to n ic  and dominant t r i a d s ,
e v e n tu a lly  stopp ing  on a con ic  ch o rd . This l a s t  to n ic  t r i a d  was
f re q u e n tly  re p e a te d  over an a rp e g g ia te d  b a s s . D eceptive cadences
appeared n ear the  ends o f s e c t io n s  le ad in g  in to  th e  f i n a l  caden-
t i a l  form ula of
The choice  o f keys was lim ite d  to  th o se  w ith  n o t more
than  fo u r sharps o r fo u r f l a t s  in  the  s ig n a tu re  and m ajor keys
37outnumbered minor keys by approx im ately  s ix  to  one.
In s tru m e n ta tio n
In s tru m en ta l chamber music ensembles o f th e  e ig h te e n th  
cen tu ry  were com prised o f v a r io u s  com binations o f in s tru m e n ts . 
M elody/bass so n a tas  became le s s  common than  they  had been in  the  
Baroque P e rio d , a lthough  they  con tinued  to  be someWiat p o p u la r .
36,
37,
*Crocker, S ty le , p . 357. 
Newman, C la s s ic , p . 137.
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A fte r  1760 th e  s t r in g  q u in te t  and th e  s t r in g  q u a r te t  became a v ery
common medium fo r  chamber m usic com posers. S onatas fo r  two t r e b le
in s tru m e n ts  w ith  b ass  were w idely  p u b lish e d . F re q u e n tly , in  t h i s
ca teg o ry  o f co m p o sitio n s , th e  t i t l e  would suggest a l t e r n a t e  ch o ices
of t r e b le  in s tru m e n ts , such a s  so n a ta s  fo r  two f l u t e s ,  o r  two
o boes, o r  two v io l in s  and a b a s s . Unaccompanied d u e ts  fo r  t r e b le
in s tru m e n ts  were p o p u la r , p a r t i c u la r ly  in  France and in  England.
Solo keyboard so n a ta s  w ith  a v io l in  p a r t ,  th e  l a t t e r  w r i t te n
s p e c i f ic a l ly  fo r  am ateur v i o l i n i s t s ,  appeared in  v a r io u s  m u sica l
38c e n te r s ,  e s p e c ia l ly  London. The v io lin -p ia n o  so n ata  evolved
from th e  accompanied p iano  so n a ta  and th e  p iano t r i o  grew from
th e  v io l in - p ia n o  so n a ta  w ith  a  c e l lo  p a r t  ad l i b ,  o r  o b b l ig a to .
The e a r ly  p iano  t r i o s ,  e s p e c ia l ly ,  had a predom inant p iano  p a r t
39and th e  v io l in  and b a ss  served  p r im a r i ly  to  r e in fo rc e  i t .
M isce llan eo u s C h a r a c te r i s t ic s
The concept o f  p e r io d ic  s t r u c tu r e  needs f u r th e r  e la b o ra ­
t io n :
Baroque music was c h a ra c te r iz e d  by con tinuous flow ; 
p h rase  endings were covered and d isg u ise d  by polyphonic 
t e x tu r e ,  by th e  basso  c o n tin u e ,  and by th e  momentum 
c re a te d  when sh o r t m o tif s  and ornam ental f ig u re s  were 
s y s te m a tic a l ly  d eveloped . C la s s ic  m usic was c h a ra c ­
t e r iz e d  by w ell d e fin e d  a r t i c u l a t i o n s ;  p h rases  and
“’''See David F u l l e r ,  "Accompanied Keyboard M usic ,"  M usical 
Q u a rte rly  60 (1974): 222-243; and Ronald Ray K idd, "The Sonata  fo r  
Keyboard w ith  V io lin  Accompaniment in  England 1750-1790" (Ph.D . 
d i s s e r t a t i o n ,  Yale U n iv e rs i ty ,  1968),
39H arvard D ic tio n a ry , s .v .  "chamber m usic" and " t r i o , "
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p e rio d s  tended to  b a lan ce  and complement each  o th e r ,  
r e f le c t in g  th e  p o p u la r song and dance Idiom s from 
which much C la s s ic  m usic was draw n,*0
As a r e s u l t  o f t h i s  p e r io d ic i ty ,  Rosen b e lie v e d  two a d d i t io n a l
s ty le  changes were b rought ab o u t: a h e ig h ten ed  s e n s i t i v i t y  to
symmetry, and a rhythm ic te x tu re  o f g re a t  v a r ie ty  w ith  d i f f e r e n t
rhythm s, n o t c o n tra s te d  o r  superim posed, b u t p a s s in g  lo g ic a l ly
41and e a s i ly  in to  one a n o th e r .
Another c le a r  tradem ark of th e  c l a s s i c a l  s ty le  was the
avoidance o f c o u n te rp o in t. In  th e  e a r ly  C la s s ic a l  P erio d  i t  was
com pletely  ab sen t in  in s tru m e n ta l m u sic . In  th e  1780s and 1790s
i t  reappeared  in  some developm ent s e c t io n s ,  b u t t h i s  reappearance
was an ex cep tio n  r a th e r  th a n  the  r u l e .  The com bination  o f homo-
phonic te x tu re  and slow harm onic rhythm brought about th e  use o f
se v e ra l accompanimental d e v ic e s , th e  b e s t known o f which i s  th e
A lb e r t i  b a s s .  O ther accom panim ental f ig u r e s  in c lu d ed  sim ple sus«
ta in e d  ch o rd s , re p e a te d  ch o rd s , and o n -b e a t /o f f - b e a t  e n tra n c e s  in
two d i f f e r e n t  accompanying p a r t s .
The d e c lin e  o f th e  basso  co n tin u e  was an o th e r c h a ra c te r is>
t i c  of th e  C la s s ic a l  P e r io d ,
The f a c to r s  th a t  c o n tr ib u te d  most to  th e  g ra d u a l 
obso lescence  o f th e  basso  co n tin u e  p a r t  c o n tr ib u te d  
q u ite  a s  much to  th e  p ro g re s s  o f th e  C la s s ic  s o n a ta .
One was th e  i n a b i l i t y  o f  th e  in c re a s in g ly  numerous 
am ateurs to  cope w ith  i t s  i n t r i c a c i e s ,  , ,  ,  A nother 
was th e  d e b i l i t a t i n g  e f f e c t  th a t  th e  new, more r e g u la r ly
^^R atn er, " S t r u c tu r e ,"  439, 
^H losen, C la s s ic a l  S ty le ,  p ,  58 ,
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ph rased  melody e x e r te d  on a c o n s ta n t ly  moving b ass  
l i n e ,  f o r  t h i s  ty p e  o f melody engendered  a  much 
slow er harm onic rhythm  w ith  a  more s t a t i c  k ind  o f  
su p p o rtin g  b a s s .  And a t h i r d  was th e  growing need 
fo r  more t e x tu r a l  p re c is io n  th a n  even th e  b e s t  
im provised r e a l i z a t i o n  cou ld  provide,
The basso  co n tin u e  d id  n o t d is a p p e a r  a l to g e th e r  in  th e  C la s s ic a l
P e r io d , As l a t e  a s  1775 i t  was s t i l l  be ing  used e x te n s iv e ly  in
I t a l y ,
S te reo ty p ed  m elo d ies  were seen  b o th  as  themes and as 
c a d e n t ia l  fo rm u lae . The I^ -V -I p ro g re s s io n  seen in  b a rs  two to  
fo u r o f  Example 3 was f r e q u e n tly  accom panied by th e  m elodic dev ice  
in  th e  f i r s t  v io l i n  p a r t .  The fo rm u la  c o n s is te d  o f th e  n o te  o f 
th e  dominant (g e n e ra l ly  s u s ta in e d  f o r  two b e a ts )  moving up to  th e  
n o te  o f th e  s u p e r to n ic , t r i l l e d ,  and th en  re s o lv in g  (som etim es 
w ith  o rn am en ta tio n ) to  th e  to n ic .  The manner in  which i t  i s  
approached in  Example 3 , an a scen d in g  s c a le  beg inn ing  on th e  
dom inant, m ight a c tu a l ly  be c o n s id e re d  p a r t  o f th e  m elod ic  form ula 
because i t  appeared  so f r e q u e n t ly .  The b ass  m otion em ploying the  
o c tav e  le ap  was a ls o  p a r t  o f th e  c a d e n t ia l  fo rm ula . The c lo s in g  
chord o f a s e c t io n  was f r e q u e n t ly  re p e a te d  th re e  tim es in  a 
s tro n g -w eak -s tro n g  b e a t p o s i t io n ,  and f re q u e n tly  w ith  th e  rhythm 
p re s e n t ,J7 J  ^
^^ew m an. C la s s ic , p .  96 .
43See: Newman, C la s s ic , p p . 2 3 1 ff .
44Roger Kamien, " S ty le  changes in  th e  M id-E igh teen th  C entury 
Keyboard S o n a ta ,"  Jo u rn a l o f th e  American M u sico lo g ica l S o c ie ty  19 
(S p rin g  1966): 48 .
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Allegro con spirito






é z s s
viola
3% ^ -1 # — '# g Z5Za
cello
Example 3 . Haydn, Jo sep h , S tr in g  Q u a rte t in  D Major ,  Op. 5 0 , No. 
6 , 4 th  movement, b a rs  174-177
C adenzas, a lth o u g h  n o t commonly found in  so n a ta s , do e x i s t  
in  th e  Haydn piano  so n a ta s  of th e  1760s. Some of th e  movements 
end w ith  a to n ic  s ix - fo u r  chord a f t e r  which a cadenza was in te n d e d . 
O ther works inc luded  fe rm âtes  n ea r th e  ends o f movements on a to n ic
45
s ix - fo u r  su g g estin g  th e  p o s s i b i l i t y  f o r  a cadenza. T his was 
e s p e c ia l ly  the  case  in  m elody/bass s o n a ta s .
R ecent o b se rv a tio n s  by m u s ic o lo g is ts  have a sc r ib e d  th e  a t t r i ­
b u te s  of th e  c l a s s i c a l  s ty le  to  I t a l i a n  comic o p e ra .
45H. C, Robbins Landon, E ssays on th e  V iennese C la s s ic a l  
S ty le ,  G luck. Haydn. M ozart, and Beethoven (New York: M acm illan,
1970), p .  49 .
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The buf£onery  o f Haydn, Beethoven and M ozart i s  only  
an e x ag g e ra tio n  o f an e s s e n t i a l  q u a l i ty  o f C la s s ic a l  
s t y l e .  T h is  s ty le  w as, in  i t s  o r ig in s ,  b a s ic a l ly  a 
comic o n e , I  do n o t mean th a t  sen tim en ts  o f th e  
d eep es t and most t r a g ic  em otion could  n o t be expressed  
by i t ,  b u t th e  pacing  o f c l a s s i c a l  rhythm i s  th e  pacing 
o f comic o p e ra , i t s  p h ra s in g  i s  th e  p h ras in g  o f dance 
m usic , and i t s  la rg e  s t r u c tu r e s  th e se  p h rases  drama­
t i z e d , 46
K arl G e ir in g e r  made e s s e n t i a l ly  th e  same c la im  as th a t  of R osen, 
Donald J ,  G rout spoke o f c l a s s i c a l  m elod ies in  th e  fo llow ing  
manner:
The m elod ic  su b stan ce  i t s e l f  m ight be sim ply chord f ig u r a ­
t i o n s ,  d e co ra te d  perhaps by p a ss in g  to n e s , tu rn s ,  
a p p o g g ia tu ra s , and th e  l i k e ;  o r  a v iv a c io u s  parlando  
o f s w if t ly  In te rch an g ed  o r  echoed p h ra se s , a type  of 
melody borrowed from I t a l i a n  op era  b u f f a ; o r  sometimes 
a s in g in g  a l l e g r o ,  d e riv ed  perh ap s from th e  s ty le  o f 
s e r io u s  o p e ra  a r i a s , 48
F in a l ly ,  Hugh Ottaway s u c c in c tly  r e la te d  comic opera  and in s t r u ­
m ental m usic th u s :
The e a r ly  symphony s tan d s  in  much the  same r e l a t io n  to  
opera  b u f f a  as  does th e  baroque co n certo  g rosso  to  opera  
s e r i a ;  i t  i s  a p r o je c t io n ,  in  term s o f in s tru m en ts  a lo n e , 
o f c u l t u r a l  v a lu e s  e s ta b l is h e d  in  th e  th e a t r e .  What has 
come to  be thought o f as th e  language o f "pure"  music 
was hammered ou t a s  a means o f e x p re ss io n  in  which the  
absence o f  works and a c t io n  gave an o p p o rtu n ity , no t 
to  be " a b s t r a c t"  in  th e  modern sen se , avoid ing  human 
c o n te n t , b u t to  embody new forms of co n ten t in  music 
p o sse ss in g  i t s  own in n er dram a. The so n ata  s ty le  r e p re ­
s e n ts  a change in  a e s th e t ic  p r in c ip le  among th e  most
47
46R osen, C la s s ic a l  S ty le , p ,  58,
67
K arl G e ir in g e r ,  " C r i t i c a l  Y ears in  European Music H is to ry  
1740-1760," (Symposium) I n te r n a t io n a l  M usico log ica l S o c ie ty , R eport 
ox th e  Tentn C ongress 10 (1967): 171,
48Donald J ,  G rou t, A H is to ry  o f W estern M usic, r e v ,  e d ,
(New York: W, W, N orton , 1973), p ,  455,
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fa r - re a c h in g  in  m usica l h is to r y ;  fo r  i t  in tro d u ce s  a 
dynamic view o f m usica l s t r u c tu r e ,  and in  p a r t i c u la r  
a dynamic approach to  t o n a l i t y .*9
These d e s c r ip t io n s  o f m usic o f  w este rn  Europe in  th e  tim e 
span from 1750 to  1800 can now s y s te m a tic a lly  be a p p lie d  to  th e  
music o f  th e  Spanish  com posers. The degree to  which they  app ly  
w i l l  determ ine to  what e x te n t S panish  composers were aware o f th e i r  
co n tem p o ra rie s .
In  th e  B elgray d i s s e r t a t io n  on Gaetano B ru n e t t i ,  s e v e ra l 
pages were devoted to  a d is c u s s io n  o f h is  m usical s t y l e .  These 
d e s c r ip t io n s  o f s ty le  were e n t i r e ly  c o n s is te n t  w ith  th e  c l a s s i c a l  
s ty le  a s  d e fin ed  above. Thus, i t  can be in f e r r e d ,  th a t  a t  l e a s t  
one I t a l i a n  composer working in  Spain  adhered to  c l a s s i c a l  t r a ­
d i t io n s .^ ^
49Hugh Ottoway, "Music and S o c ie ty  in  the  Age o f E n lig h te n ­
m en t,"  in  T w entie th -C en tu ry  Views o f Music H is to ry , e d . by W illiam  
Hays (New York; C h arles  S c r ib n e r 's  Sons, 1972), p .  256.
^^B elgray , " B ru n e t t i ,"  pp . 118-123.
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CHAPTER VI
DISCUSSION AND ANALYSIS OF SELECTED WORKS
T h is  c h ap te r  i s  devoted  to  th e  d is c u s s io n , d e s c r ip t io n ,  and 
a n a ly s is  o f th e  chamber m usic by th e  S pan ish  composers* Twelve s e ts  
o f  s ix  so n a ta s  e a c h , o r  seven ty-tw o in d iv id u a l co m p o sitio n s , p lu s  
a d d i t io n a l  s in g le  w orks, o r  works in  s e t s  o f two o r  th r e e ,  com prise 
th e  body o f l i t e r a t u r e  exam ined, a sum t o t a l  o f 108 com positions* 
T h is  number r e p re s e n ts  j u s t  under one h a l f  o f th e  known e x ta n t 
r e p e r to i r e  o f S pan ish  chamber ensem ble m usic o f th e  e ig h te e n th  
cen tu ry*  (T here e x i s t  approx im ate ly  220 com positions whose lo c a ­
t io n s  a re  known. Two hundred tw enty-tw o a d d i t io n a l  works by 
S pan ish  composers have been c i t e d ,  b u t t h e i r  lo c a t io n  has rem ained 
unknown, and some a re  no longer e x tan t*  See Appendix fo r  com plete 
l i s t in g * ) ^
The composers may be d iv id e d  in to  two main g roups: (1 )
th o se  th a t  dem onstrate  p r im a r i ly  c l a s s i c a l  c h a r a c t e r i s t i c s  w ith  
some Baroque P e rio d  in f lu e n c e s  s t i l l  seen in  th e  m usic; and (2 ) 
th o se  th a t  dem onstrate  e x c lu s iv e ly  c l a s s i c a l  ten d en c ies*  I t  can be
The a c tu a l  number o f b o th  known e x ta n t works and works o f 
unknown lo c a t io n  i s  n o t p re c ise *  The re a so n s  fo r  t h i s  a re  (1 ) some 
t i t l e s  do n o t in d ic a te  th e  number o f p ie c e s  in c lu d ed  in  th e  e n t i r e  
co m p o sitio n , and (2 ) some o f th e  t i t l e s  may be d u p lic a te d  because 
they  a re  l i s t e d  in  d i f f e r e n t  languages acco rd ing  to  th e  r e p o s i to ry  
in  which th ey  a re  kept* Only an exam ination  o f the  sco re s  could  
v e r i f y  th e  e x ac t number o f works*
99
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sea te d  from th e  o u ts e t  th a t  th e  r e p e r to i r e  under exam ination  b e a rs  
l i t t l e  S pan ish  n a t i o n a l i s t i c  in f lu e n c e .  S panish  rhy thm s, g u i ta r  
e f f e c t s ,  and o th e r  Span ish  c h a r a c t e r i s t i c s  appear s p a r in g ly . The 
m usic b e a rs  a s tro n g  resem blance to  th a t  o f  contem porary I t a l i a n s  
and Germans*
The com posers re p re se n te d  in  t h i s  d is c u s s io n  a re  Manuel 
C an a le s , Jo se  H errando, F ran c isco  M an a lt, Juan O liv e r y A sto rg a , 
Ju an , M anuel, and Jo se  P la ,  A ntonio S o le r ,  and N ic o la s  Ximenez. 
D e ta ile d  a n a ly se s  a re  g iven  o f some w orks, and o n ly  g e n e ra l 
c h a r a c t e r i s t i c s  o f o th e r s .  The o rd e r  o f  p re s e n ta t io n  i s  from th e  
more c o n se rv a tiv e  to  th e  more p ro g r e s s iv e ,  which i s  a ls o  roughly  
c h ro n o lo g ic a l .
(N ote: The main purpose o f t h i s  re s e a rc h  p ro je c t  was to
g iv e  exposure  to  a la rg e  body o f  m usic h e re to fo r  n o t sy s te m a tic ­
a l l y  exam ined. A n a ly sis  o f th e  m usic i s  one a sp e c t o f th e  p re ­
s e n ta t io n .  The w r i te r  does n o t in te n d  to  g iv e  th e  im pression  
th a t  th e  a n a ly s is  i s  th e  item  o f  c e n t r a l  im portance , b u t because 
so much space i s  needed to  d is c u s s  m u sic , and because over one 
hundred co m positions a re  d is c u s se d , t h i s  c h a p te r ,  of n e c e s s i ty ,  
i s  th e  lo n g e s t . )
The Music o f J o s é  Herrando
Three com positions by H errando a re  d iscu ssed  in  d e t a i l .
In  a d d i t io n ,  c u rso ry  a t te n t io n  i s  g iv en  to  a s e t  o f e ig h te e n  m inuets
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in  which Herrando and ocher composers a re  re p re se n te d  (se e  fo llo w ­
ing d is c u s s io n ) .
E igh teen  New S panish  M inuets fo r  Two V io lin s  and a Bass
The names o f s ix  d i f f e r e n t  composers appear on th e  t i t l e  
page o f t h i s  work which was p u b lish ed  by John Johnson, London, 
England. There being  no in d ex , i t  cannot be deduced which o f th e  
m inuets were w r i t te n  by H errando. S t y l i s t i c a l l y ,  th e re  i s  l i t t l e  
d if f e re n c e  among th e  co m p o sitio n s. The expec ted  to n ic  and dominant 
r e la t io n s h ip s  e x i s t  w ith in  each . A ll o f the  m inuets a re  in  b in a ry  
form w ith  two re p e a te d  s e c t io n s ;  none has a t r i o .  These composi­
t io n s  a re  n o t taken  in to  account in  th e  g e n e ra l e v a lu a tio n  of 
H errando ' s m usic .
Solo fo r  a V io lin  w ith  F ive  S t r in g s , by Jose^H errando
The com plete t i t l e  o f t h i s  com position  as i t  ap p ears  on 
th e  m an u scrip t i s  Solo p . v lo l in o  de V corde p . d iv e rtim e n to  d e l 
S ig . D. C arlso  B rosch i F a r i n e l l i  Cave. D ell A bito d i C a la tra v a  
e C riado Fam ig. ed d i S.M. C a ta . ,  com posite da D. Giuseppe E rran d o . 
primo v io l in o  d e l la  r e a l  c a p i l l a  Di N. S ignore D ell In c a rn a z io n e . 
L 'anno MDCCLIV.  The work i s  a s e t  o f s ix  so n a ta s  w r i t t e n  fo r  a 
v io l in  w ith  an a d d i t io n a l  s t r i n g ,  a C s t r i n g ,  making th e  in stru m en t 
a v io l in  and a v io la  combined. T h is com position  i s  one o f th e  few 
showing Spanish  in f lu e n c e ; th e  Ç s t r in g  i s  f re q u e n tly  used in  th e  
manner o f a bass course  on a g u i ta r  (s e e  Example 4 ) .  With sim ple 
o c tav e  t r a n s p o s i t io n  o f c e r ta in  n o te s ,  th e  p ie c e s  cou ld  be p layed  
on a co n v en tio n a l v i o l i n .  The movements, m e te rs , and keys a re
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Adagio mrn,.?rm
■ ■ ■ * —   —«  
Example 4 , Errando (H erran d o ), Solo p . v io l in o , Sonata  I I I ,  2nd 
movement, b a rs  5-8 ( v io l in  p a r t  o n ly )
as  fo llo w s ; (N ote: A il keys a re  m ajor u n le s s  n o ted  o th e rw ise .)
I  A l le g r e t to ,  4 /4 ,  C
Adagio non m o lto , 4 /4 , G 
A l le g r e t to ,  3 /8 ,  C
I I  A lleg ro  m oderato , 4 /4 , D 
A ndante, 3 /4 ,  D minor 
A l le g r e t to ,  3 /3 ,  D
I I I  A lleg ro  m oderato , 2 /4 , G 
A dagio, 3 /4 , D 
A l le g r e t to ,  3 /8 ,  G
IV A lle g ro , 2 /4 , F 
Adagio, 4 /4 ,  C 
Fuga, ma non p r e s to ,  F
V A lleg ro  m odera to , 2 /4 , A 
Adagio, $ ,  D 
A l le g r e t to ,3 /8 ,  A
VI A lle g ro , 6 /8 , C 
Adagio, 3 /4 ,  G 
P a s to ra le ,  6 /8 , C
Note th a t  th e  m iddle movement in  each so n ata  i s  in  a c o n tra s tin g  
key , g e n e ra lly  the  dom inant. M e tr ic a l ly ,  the  l a s t  movements tend 
to  be in  compound m e te rs , and th e  o th e rs  in  sim ple m e te rs . These 
q u a l i t i e s  a l l  conform to  m id -e ig h te e n th -c e n tu ry  p r a c t i c e s .
Each movement i s  in  b in a ry  form in  two re p e a te d  s e c t io n s .  
From two to  fo u r d i s t i n c t  themes a re  p re sen ted  b e fo re  th e  double 
bar in  th e  keys o f I  and V. R e c a p itu la tio n  o f some m elodic m a te r ia l  
in  th e  to n ic  key o ccu rs  in  th e  m a jo r ity  o f movements; however, only  
a few have com plete r e c a p i tu l a t io n s .  Among themes them selves th e re
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e x i s t s  a s l i g h t  c o n t r a s t ;  sh a rp ly  d i f f e r in g  them es, however, a re  
r a r e ,  and th e  g e n e ra l mood o f a p ie ce  i s  p re se rv e d  from beginning  
to  end . M otives a re  sometimes p e r io d ic  and f a l l  in to  p a t te r n s  o f 
tw o -p lu s-tw o , th r e e - p lu s - th r e e ,  o r f o u r - p lu s - fo u r - b a r s ,  w herein 
each o f th e se  p a i r s  o f m otives th e  m a te r ia l  i s  id e n t ic a l  o r q u ite  
s im i la r .
The tech n iq u e  observed  in  th e  m usic o f Herrando and o th e r  
composers employs bo th  baroque and c l a s s i c a l  co m p o sitio n a l p ra c ­
t i c e s .  In  a s e n se , th e  d o c tr in e  o f a f f e c t io n s  i s  combined w ith  
empfIndsamer S t i l . The s ty le  in v o lv es  th e  u se  o f a v a r ie ty  o f 
te c h n iq u e s . P e r io d ic i ty  i s  found in  a l im ite d  way, i . e . ,  p h ra se  
s t r u c tu r e  i s  n o t a s  c le a r ly  d e fin ed  as  in  a ty p ic a l  fo u r -b a r  
p h rase  o f th e  h ig h  C la s s ic a l  P e rio d , bu t p h ra ses  a re  d e lin e a te d  
to  some e x te n t .  G e n e ra lly , p h ra se s  a re  so c lo s e ly  ju x tap o sed  
th a t  as  one e n d s , th e  n ex t one b e g in s , th u s  p re se rv in g  th e  sense 
o f c o n tin u a l m otion (which i s  observed  so f r e q u e n tly  in  F o rtsp in n u n g  
te c h n iq u e ) . S trong  cadences and long r e s t s  a re  n o t used  to  o u t­
l in e  p h ra s e s . The d iv e rse -n o te -v a lu e  concep t appears  to  some 
e x te n t bu t a con tinuous development o f a m otive may occur s im u l­
ta n e o u s ly . Empfindsamer S t i l  i s  p re s e n t to  th e  e x te n t  th a t  
dynamics may change f re q u e n tly  and a v a r ie ty  of themes may be 
em ployed, bu t th e se  themes tend  to  be so s im ila r  to  one an o th er 
th a t  th e  g e n e ra l mood of a movement changes l i t t l e  from beg inn ing  
to  end . F urtherm ore , themes a re  n o t connected  by t r a n s i t io n s  b u t 
fo llo w  each o th e r  d i r e c t l y .  In  o th e r  in s ta n c e s ,  a theme may be
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composed o f th e  same o r s im ila r  n o te  v a lu e s  and appear to  be sub­
je c te d  to  a co n tin u o u s developm ent b u t th e  developm ent i t s e l f  may 
be p e r io d ic .  G e n e ra lly , homophonie te x tu re  and slow harmonic 
rhythm  a re  p re v a le n t .
The co m p o sitio n a l s ty le  d e sc rib ed  in  th e  above parag raph  
i s  r e f e r r e d  to  a s  " q u a s i-F o rtsp in n u n g " by th e  w r i te r ;  i t  r e p re ­
s e n ts  a t r a n s i t i o n a l  phase between baroque and c l a s s i c a l  s t y l e s .  
The developm ent s e c t io n s  o f  some c la s s i c a l  s o n a ta -a l le g ro  move­
m ents employ th e  q u a s i-F ortsp innung  te c h n iq u e , e . g . ,  th e  develop­
ment s e c t io n  o f M ozart’ s Symphony in  G M inor. K. 450, f i r s t  move­
m ent. Example 5 dem onstra tes the  techn ique  o f H errando and th a t  
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Example 5 . H errando, Solo p» v io l in o , Sonata  I I I ,  1 s t movement, 
b a rs  1-22
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co u n te rp o in t»  th e  slow harmonic rhy thm , and th e  f a c t  th a t  th e  b a ss  
i s  un figured*  In  Example 6 below , a l l  o f  th e  above c h a r a c te r i s t i c s  
may be no ted  w ith  th e  a d d it io n  o f  th e  c lo se  p ro x im ity  o f dup le  and 
t r i p l e  su b d iv is io n s  of th e  b ea ts*
Allegro moderato
P
l ( J  f ) r 4 - ^ ^ ----------
p  - a r m




Example 6* H errando , Solo p . v io l in o * Sonata V, 1 s t  movement, 
b a rs  1-10
H arm onically , th e  com positions a re  la r g e ly  d ia to n ic  w ith  
l i t t l e  use  being  made o f  chrom aticism  o r o f m odula tions to  o th e r
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th an  th e  c lo s e ly  r e l a t e d  k e y s . T y p ic a lly , th e  key of th e  dominant 
i s  reached  w ell b e fo re  th e  double b a r .  Follow ing th e  double b a r ,  
th e  key o f th e  dominant i s  l e f t  fo r  m odu la tions to  one o r two 
o th e r  k e y s . The to n ic  i s  then  r e e s ta b l is h e d  w ell b e fo re  th e  end 
o f the  movement. M odulations to  th e  m inor mode fo llow ing  th e  double 
b a r a re  no t common. Sonata 11 , movement 2 , i s  th e  on ly  movement 
th a t  makes c o n s is te n t  use o f th e  m inor mode.
The p resence  o f a r e c a p i tu l a t io n ,  o r p a r t i a l  r e c a p i tu la t io n ,  
has a lre ad y  been n o te d . The m a te r ia l  th a t  im m ediately fo llo w s the 
double b a r i s  new m a te r ia l  and g e n e ra l ly  does no t re c u r  l a t e r  in  
th e  movement. T h is  new m a te r ia l  s e rv e s  a s  a t r a n s i t io n  f o r  a r e tu rn  
to  th e  m a te r ia l  from th e  f i r s t  p a r t  o f th e  movement. A lthough th i s  
p rocedure  was n o t uncommon (c a .  1750-1760), the  m a jo r ity  o f b in a ry  
so n a ta s  d id  no t p re se n t new m a te r ia l  fo llo w in g  th e  double b a r but 
g e n e ra l ly  r e s ta te d  a melody from th e  f i r s t  p a r t  o f the  movement, 
f re q u e n tly  th e  opening one.
The 3rd  movement o f Sonata IV i s  e n t i t l e d  Fuga,  b u t i s  not 
a fugue in  any sense of th e  word. At th e  o u ts e t ,  th e re  i s  some 
rud im en tary  im ita t io n  between the  v io l in  and the b a s s , bu t i t  does 
n o t l a s t  fo r  more than  two b a r s .  The p ie c e ,  a t  t h i s  p o in t ,  becomes 
a m elody/bass s i tu a t io n ,  l ik e  a l l  th e  o th e r  movements.
The bass  p a r t  i s  u n fig u red  th ro u g h o u t. The type o f contour 
i t  fo llo w s v a r ie s  from th e  h o ld in g  of a  p i tc h  fo r  two o r th re e  b a rs  
to  a l t e r n a t io n  o f m elodic m a te r ia l  w ith  th e  v io l in  p a r t  in  a sequen­
t i a l  fa s h io n . The bass p a r t  c o n ta in s  s tep -w ise  m otion , a rp e g g io s ,
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and leaps*  The p re v a i l in g  b ass  movement i s  a com bination o f s te p ­
w ise m otion fo llow ed by le ap s  in  the  o p p o s ite  d ire c tio n *  (See 





Example 7* H errando, Solo p* v io l in o . Sonata I I ,  2nd movement, 
b a rs  1-12
Cadences a re  u s u a lly  o f  th e  I^ -V -I type* The m elodic 
form ula accompanying th e s e ,  g e n e r a l ly ,  i s  a m elodic l in e  o f  3 -2-1
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over a b ass  l in e  o f  5 -5 -1 . In  a sim ple V -I cadence , th e  dominant 
t r i a d  i s  p ro longed  fo r  two b e a ts  w h ile  the  melody goes from th e  
n o te  o f th e  dom inant, up to  th e  s u p e r to n ic , t r i l l e d ,  and th en  
re s o lv e s  to  th e  to n ic .  (See C hapter V, page 86 fo r  d is c u s s io n  
o f t h i s  c ad e n c e -ty p e .)  R e p e ti t io n  o f the  to n ic  t r i a d  a t  th e  
end o f the  movement i s  a lso  common. Example 8 d em o n stra tes  th e se  
l a t t e r  two c h a r a c t e r i s t i c s .
Allegro moderate
Example 8 . H errando, Solo p . v io l i n o . Sonata I I ,  1 s t  movement, 
end o f movement
These So los by Herrando dem onstrate  bo th  c l a s s i c  and 
baroque te n d e n c ie s . P e r io d ic i ty  mixed w ith  a q u a s i-F o rtsp in n u n g  
tech n iq u e  may be o b serv ed . However, the  c le a r  p h ra se  s t r u c tu r e s ,  
absence of c o u n te rp o in t, slow harm onic rhythm , and c o n s is te n t  use 
o f duple and t r i p l e  rhythm s a re  a l l  c l a s s i c a l  te n d e n c ie s . The 
co n tin u e  l in e  i t s e l f  v a r ie s  from th e  o ld e r  concep t o f  a b ass  which 
g e n e ra te s  the  harmony to  th e  more p ro g re s s iv e  one o f a b ass which 
a c ts  sim ply as  a support fo r  m elody. The b a s ic  harm onic scheme i s  
th a t  o f th e  e a r ly  C la s s ic a l  P e rio d ; c le a r  to n ic  and dominant
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r e la t io n s h ip s  a re  th e  r u l e .  The lack  o f  c o n s is te n t  r e c a p i tu l a t io n  
o f th em a tic  m a te r ia l  i s  n o t un u su al f o r  th e  e a r ly  C la s s ic a l  P e r io d , 
and t h i s  i s  a d e f in i t e  c h a r a c t e r i s t i c  o f Herrando seen in  th e se  
w orks. The r a th e r  f r e e  tre a tm e n t o f th em a tic  m a te r ia l  a long  w ith  
th e  la ck  o f  re s ta te m e n t o f opening  m a te r ia l  fo llow ing  th e  double 
b a r a re  bo th  Herrando t r a i t s  seen in  t h i s  s e t  o f  co m p o sitio n s, 
b u t ,  a s  shown below , do n o t appear in  a l l  h i s  m usic .
T res  duos nuevos, by J o s ^  H errando
H errando*s T res  duos nuevos ( Three New D uets) a re  fo r  two 
v io l in s  and b ear a p r in t in g  d a te  o f  1760. Although no p u b l i s h e r 's  
in fo rm a tio n  i s  g iv en  on th e  t i t l e  p a g e , th ey  were p ro b ab ly  p r in te d  
in  S p a in , because the  t i t l e  i s  g iv en  in  S p a n ish . In  a d d i t io n ,  
th e re  i s  a s ta tem en t appended to  th e  t i t l e  "E stan  ab riendo  e l  
l ib r o  I I  que c o n tie n e  t r e s  duos" (Volume two i s  being p u b lish e d  
which c o n ta in s  th re e  d u e t s ) .  R eferen ce  to  t h i s  second volume 
h as n o t been n o ted  in  any o th e r  so u rc e , nor have co p ies  o f i t  been 
found.
The movements, m e te rs , and keys a re  as  fo llo w s:
I  A lle g ro , 2 /4 , E
A dagio, sempre p ia n o , 3 /4 ,  C# m inor 
M inuet, 3 /8 ,  E 
A dagio, 3 /4 ,  E
A lle g ro , Fuga de a l le g r o  a s s a i ,  E
I I  A lle g ro , 2 /4 ,  G
A dagio, 3 /4 ,  G m inor 
M inuet, 3 /4 ,  G
I I I  A dagio, $ , G m inor 
Fuga, G m inor 
M inuet, 3 /4 ,  G m inor
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The o v e r a l l  s ty le  o f th e se  com positions may be c a te g o riz e d  as  th a t  
o f  a u a s i -F o rtsp in n u n g , w ith  one o r  two m elodic p a t te rn s  perm eating  
an e n t i r e  movement. Two v a r i e t i e s  o f  s t r u c tu r e s  a re  e v id e n t:
(1 ) b in a ry  form in  two re p e a te d  s e c t io n s ,  and (2 ) a p ie c e  in  a 
f r e e  form . In  th e  l a t t e r  c a s e , r e p e t i t i o n  o f m a te r ia l  e x i s t s  from 
one p a r t  o f a movement to  a n o th e r , b u t in  no p re d ic ta b le  fa s h io n . 
In  t h i s  r e s p e c t ,  none o f th e  movements a re  through-com posed.
C le a r  to n ic -d o m in an t r e la t io n s h ip s  p e r s i s t ,  b u t fo r  one n o ta b le  
e x ce p tio n : in  th e  f i r s t  movement o f  Duo I ,  which i s  in  b in a ry
form , th e re  i s  th e  expec ted  m odu la tion  to  th e  dominant p r io r  to  
th e  double b a r ,  however, th e  m usic a f t e r  th e  double b a r ,  acco rd in g  
to  th e  f i r s t  v io l in  p a r t ,  c o n tin u e s  in  th e  to n ic  m ino r, a most 
unusual p ro ced u re  (se e  Example 9 ) .  A d i f f i c u l t y  a r i s e s  in  the
Allegro
y




E xançle  9 . H errando, T rès duos nuevos. No. l ,  1 s t movement, 
double b a r
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exam ination  o f th e se  duos fo r  they  appear to  be f u l l  o f  p r i n t e r 's  
e r r o r s .  I t  i s  im possib le  to  second-guess each in s ta n c e  o f  p robab le  
e r r o r ,  th u s , th e  m usic must be analyzed  on th e  b a s is  o f i t s  p r in te d  
v e r s io n .  Where unusual harmonic p rocedu res a r i s e ,  th e  p o s s ib i l i t y  
of a  m is tak e  may be tak en  in to  account bu t i t  cannot be assumed 
a b so lu te ly  th a t  an e r r o r  e x i s t s .  T h e re fo re , in  Example 9 , in  th e  
f i r s t  b a r o f  th e  exam ple, i t  i s  lo g ic a l  to  assume th a t  th e  G 
n a tu ra l  shou ld  appear in  bo th  p a r t s  th roughou t th e  f i r s t  bar which 
would avo id  th e  sim ultaneous c ro s s  r e l a t i o n  between th e  ^  in  the  
second p a r t  a g a in s t  th e  ^  n a tu ra l  in  th e  f i r s t .  Unusual harmonic 
d ev ices  appear in  I s o la te d  p la c e s  in  th e se  Duos (s e e  be lo w ), so 
i t  i s  p o s s ib le ,  bu t u n l ik e ly ,  th a t  th e  c ro s s  r e l a t i o n  was in ten d ed  
by H errando.
Phrase  le n g th s  a re  d e f i n i t e ,  bu t no t c o n s is te n t ly  o f the  
same d u ra t io n ,  and one m elodic id ea  le a d s  d i r e c t l y  in to  an o th er 
g iv in g  an e f f e c t  o f con tinuous m o tion . The te ch n iq u e  i s  th a t  o f 
q u a s i-F o rtsp in n u n g . Examples 9 , 10, and 11 dem onstrate  t h i s  
charac  t e r 1 st i c .
^r-Tr ?^rrri^  , ^m





Example 10, H errando, T rès duos nuevos. No. 1 , 1 s t  movement, 
b a rs  1-8
G e n e ra lly , c o u n te rp o in t i s  ab se n t betw een p a r t s ;  one p a r t  
s e rv e s  to  accompany th e  o th e r ,  as  seen in  Examples 9 and 10, above, 
and Example 11, below . P a r a l l e l  m otion in  e i t h e r  th i r d s  o r s ix th s  
i s  a lso  av o id ed . S tim m tausch, i . e . ,  d i r e c t  v o ice -ex ch an g e , and 
a l t e r n a t io n  of m o tiv ic  id eas  between p a r t s  can be seen in  th e se  
Duos.  Stimmtausch e x i s t s  in  Example 11 b eg inn ing  a t  b a r t h i r t e e n ,  
a t  which p o in t th e  opening m a te r ia l  o f  th e  p ie c e  i s  re p e a te d  in  
o p p o s ite  v o ic e s .  A lte rn a tio n  i s  c l e a r ly  seen in  Example 9 , above.
H arm onically , th e re  i s  alm ost a  dichotom y of s ty le s  
ob serv ed . As seen in  Examples 10 and 11, th e re  a re  th e  expected  
to n ic  and dominant r e la t io n s h ip s  w ith  l i t t l e  ch rom atic ism . Also
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Example 11. H errando , T rès Duos nuevos. No. 2 , 1 s t movement, 
b a rs  1-18
n o te  th e  r e l a t i v e l y  slow harm onic rhythm  and th e  r e p e t i t i o n  o f 
c e r t a in  p ro g re s s io n s  (Example 10, b a rs  f o u r - e ig h t ) .  However, 
in  Example 9 , which i s  tak en  from th e  same movement a s  Example 
10 , th e  harm onic vo cab u la ry  becomes q u i te  chrom atic w ith  th e  
appearance of d im in ished  seven th  ch o rd s , s im ultaneous c ro s s  
r e l a t io n s h ip s ,  p a r a l l e l  d is so n a n c es , and o th e r  unusual harmonic 
d e v ic e s . (The p o s s i b i l i t y  o f e r r o r s  may account fo r  some o f th e se  
un u su a l p r a c t i c e s . )  The example i s  n o t an I s o la te d  case  o f t h i s  
ty p e  o f harm onic tre a tm e n t in  th e se  Duos. T hus, th e  s ty le  v a r ie s  
from an alm ost c o n v e n tio n a l, d ia to n ic  p r a c t i c e ,  to  one approaching 
th e  harm onic s ty le  of th e  n in e te e n th  c e n tu ry . Cadences a re  o f th e  
ty p ic a l  I^ -V -I ty p e .
The two movements c a l le d  Fuga a re  n e i th e r  fugues nor even 
im i ta t iv e .  Both f i r s t  and second v io l in s  beg in  s im u ltan eo u sly  in  
m elody/acconqianim ent fa sh io n  and c o u n te rp o in t i s  a b s e n t .  The only
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
117
common, ground between th e se  movements and baroque fugues i s  the 
sp in n in g -o u t p ro c e ss  seen th roughou t th e  movement.
The second movement o f Duo I i s  an in te r e s t in g  and unusual 
p ie c e  (s e e  Example 1 2 ) . I t  c o n s is ts  o f a s e r ie s  o f sh o rt p h rases  
in  th e  f i r s t  v io l i n  p a r t  w ith  a  p e c u l ia r  accompaniment in  th e  
second v i o l i n  p a r t .  For th e  d u ra tio n  o f th e  movement Herrando has 
w r i t t e n  a s e r i e s  o f n o ta te d  d o u b le - , t r i p l e - ,  and q u ad ru p le -s to p s  
in  th e  second v i o l i n —n o th in g  e l s e .  I t  m ight be assumed th a t  
th e se  a rc  in ten d ed  to  be a rp e g g ia te d  th ro u g h o u t. However, from th e
Adagio
Example 12. H errando, 1 re s  duos nuevos. No. 1 , 2nd movement, 
b a rs  1-5
o u ts e t  o f  th e  movement, Herrando makes no such in d ic a t io n .  ( In  
an o th er p ie c e  from t h i s  s e t  o f d u e ts  a rp e g g ia tio n  i s  in d ic a te d  
a t  th e  beg inn ing  o f  a s e c t io n  fo llow ed  only  by c h o rd s .)  The s i t u a ­
t io n  i s  confounded by th e  f a c t  th a t  th e re  a re  a r t i c u l a t i o n  m arks— 
s ta c c a to  d o ts  and le g a to  l in e s  ( ^ ) —above some o f th e  c h o rd s , and 
fo rm atas in  th e  f i r s t  v io l i n  p a r t  where th e re  a re  none co rrespond ing
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in  th e  second* The fe rm âtes m ight in d ic a te  some s o r t  o f Im provi­
s a t io n  o r cadenza* The second v io l in  accompaniment f ig u r e  m ight 
be an im ita t io n  o f  a g u i ta r  accompaniment, bu t p iz z ic a to  i s  n o t 
in d ica ted *  N o n e th e le ss , g u i ta r  in flu en c e  seems to  be th e  most 
lo g ic a l  reason  fo r  th e  k ind  of w ritin g  seen in  th e  second v io l in  
p a rt*  The d issonance in  bar fo u r o f Example 12 ( th e  ^  a g a in s t  
the  A) m ight be an e r r o r .  The p ro g re ss io n  in  th a t  b a r  i s  V -I in  
m inor.  The A in  th e  f i r s t  v io l in  p a r t  should p robab ly  be a 
chord tone of th e  t r i a d  on ^  m inor fo r  th e  l a s t  two b e a ts  o f the  
bar* The ap p o g ia tu re  ^  f i t s  w ith  th e  chord on th e  f i r s t  beat*
In  th e se  d u e ts  th e re  i s  a d e f in i te  m ix tu re  o f s t y l e s ,  as  
o u tl in e d  above* A lb e r t i-b a s s  accompanimental f ig u re s  seem incon ­
gruous w ith  a F ortsp innung  technique* The h igh  p e rcen tag e  o f minor 
keys as  home t o n a l i t i e s  i s  a lso  c h a r a c te r i s t i c  o f th e se  p ieces*
T his i s  no t e n t i r e ly  c o n s is te n t  w ith  e i th e r  th e  g e n e ra l s ty le  o f 
th e  p e rio d  o r w ith  o th e r  p ie c e s  by Herrando h im self*  The ch ro ­
m atic ism  in  th e  T res duos nuevos i s  co n s id e rab ly  g r e a te r  than  in  
Herrando*s o th e r  works*
C la ss iq u es  Espagnols du v io lo n * by JoseTH errando, ed* by Joaqu in  Nin 
The lo s s  o f much of Herrando*s m usic by th e  d e s tr u c t io n  of 
th e  P a lac io  de l i r i a  has been am elio ra ted  somewhat by th e  p u b lic a ­
t io n  in  1927 of some is o la te d  movements from some of h is  com positions* 
Joaquin  N in, a S pan ish  m u s ic o lo g is t and p i a n i s t ,  e d i te d  and pub­
l is h e d  ten  movements from Sonatas p a ra  v io l in  y bajo  and T occatas 
pa ra  v io l in  y balo  under the  t i t l e  C lass iq u es  Espagnols du v io lo n
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(see  page 4 2 ) . Each o f th e  ten  movements was g iven  a p rog ram atic  
t i t l e  by N in , who a ls o  r e a l iz e d  th e  b ass  p a r t  fo r  p iano  accom­
panim ent. U n fo rtu n a te ly , Nin d id  n o t s ta t e  from which o f the  
o r ig in a l  works th e  movements were e x c e rp te d . According to  Subira**,
fo llo w in g  a re  th e  movements, m e te rs , and keys o f the  o r ig in a l
2
Sonatas p a ra  v io l in  y b a jo .
I  A lleg ro  non m o lto , 4 /4 ,  G 
A ndante, G minor 
A lleg ro  a sa y , 3 /4 ,  G
I I  A lleg ro  nom olto , 2 /4 , D 
[A n d an te ], 3 /4 ,  B m inor 
A lle g ro , 2 /4 ,  D
I I I  A lleg ro  an d an te , 2 /4 , F 
A d a jio , C 
A lle g ro , 4 /4 ,  F
IV A lleg ro  m oderato , 4 /4 ,  A 
A ndante, 4 /4 ,  A minor 
Mlnue con d if e re n c ia s  
( v a r i a t i o n s ) ,  3 /4 ,  A (? )
V A lle g ro , 4 /4 ,  C
A ndante, 2 /4 , C minor 
A lle g ro , 3 /4 ,  C
VI A lle g ro , 4 /4 ,  A minor 
A ndante, 2 /4 ,  C 
A lle g ro , 2 /4 ,  A minor
V II A lleg ro  m odera te , 4 /4 ,
G minor 
A daxio, 3 /4 , C m inor 
Giga a l l e g r o ,  6 /8 ,
V III A lle g ro , 4 /4 ,  G 
Adaxio, 2 /4 , 0 
A lle g ro , 2 /4 , G
IX A lleg ro  m oderato , 4 /4 , 
Andante a d a j io ,  1 2 /8 , F 
A lle g ro , B*^
X A lleg ro  an d an te , 2 /4 , C 
A d a jio , 4 /4 , G 
A lle g ro , 2 /4 , C
XI A lleg ro  ( ? ) ,  4 /4 ,  D 
A ndante, 2 /4 , D minor 
P a s to re la  a buen modo, 
1 2 /8 , D
X II A lleg ro  an d an te , 2 /4 ,
F m inor 
A daxio, 4 /4 ,  F 
D ife re n c ia s  a buen modo, 
2 /4 , F m inor^
2 /S u b ira , A lba, pp . 172-180 fo r  the  S onatas and T o c c a ta s .
^ In  some o f th e  so n a ta  l i s t i n g s .  S u b ira  om itted  e i th e r  th e  
tempo, th e  m e te r , o r  th e  key . In  th e se  c a s e s , th ey  a re  e i th e r  
om itted  h e re ,  o r  g iven  fo llow ed by ( ? ) ,  The s p e l l in g s  o f tempo 
in d ic a tio n s  a re  g iven  h e re  v e rb a tim , and a re  n o t fo llow ed by s i c .
In  o th e r  c a s e s .  S u b ira  in d ic a te d  on ly  "b in a ry  m e te r ,"  which appears 
as 2 /4  h e re .
T h is  s e t  o f v a r ia t io n s  has th e  in s t r u c t io n s  to  re p e a t th e  
bass th e  same fo r  each s e t  o f v a r i a t io n s ,  s im ila r  to  th e  baroque 
dance d o u b le .
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The movements» m eters»  and keys fo r  th e  T occatas  a re  a s  fo llo w s:
1 A llegro»  2/4»
Adaxio» 3/4» F . 
A llegro»  3/8» B
I I  A llegro»  4 /4 ,  G 
A daxio, 3/4» D 
A llegro» 3/8» G
I I I  A llegro»  2/4» A 
Adaxio» £
A llegro»  3/8» A (? )
IV A lle g re tto »  4/4» C 
Adaxio» 3/4» G 
A llegro»  3/8» C
V A lle g re tto »  4/4» D 
A ndante» 3/4» D minor 
Fuga» 2 /4 , D
VI A lleg ro  ( ? ) ,  2/4» F 
Adaxio» 2/4» C 
Ayre de m in u e t, 3 /4 ,  F
V II Adaxio» 2 /4 ,  D 
A llegro»  4/4» D 
A ndante» 3/4» D m inor 
A lleg ro  asay» 4 /4 ,  D
V III Adaxio» 4/4» G 
A lle g ro , 4 /4 ,  G 
Andantino» 3/4» G m inor 
A lleg ro  asay» 3 /8 ,  G
IX A llegro»  4 /4 ,  B^
A daxio, 3/4» F . 
A llegro»  3/8» B
X Andante non m olto» 2/4» C 
A lleg ro»  4 /4 ,  C
A daxio, 2/4» C m inor (2 f l a t s  in  s ig n a tu re )  
X iga , 6 /8 , C
XI Adaxio» 3/4» E**
A llegro»  4 /4 ,  E y
M inuet (w ith  v a r ia t io n s  ad . l i b . ) ,  3 /4» E
X II A llegro»  4 /4 ,  A 
Adaxio» 3 /4 ,  D 
A lleg ro  asay» 2 /4 ,  A
T o ccatas VII» V II I ,  and X c o n ta in  fo u r movements and a i l  
o th e r  Sonatas and T o ccatas  c o n ta in  t h r e e .  Note th a t  th e  key r e l a ­
t io n s h ip s  among movements a re  t r e a te d  in c o n s i s te n t ly .  P a r a l le l  and 
r e l a t i v e  m ajor-m inor k ey s , a s  w ell a s  dominant k e y s , a re  used  m ost. 
In  T occata  XII» th e  second movement i s  in  th e  key of th e  sub­
dominant» a p r a c t ic e  which has been o bserved  in f r e q u e n t ly .
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I t  cou ld  o n ly  be a guess to  determ ine from which o f th e  
H errando o r ig in a l  works Nin ex ce rp te d  h i s  ten  movements. The te n  
movements w ith  t h e i r  p ro g ram a tic  t i t l e s ,  tempo in d ic a t io n s ,  m e te rs , 
and keys a re  a s  fo llo w s :
No* 1 , " L 'a f f e c tu e u s e ,"  A ndantino g ra z io s o , 3 /4 ,  G m inor
No. 2 , "M inu^," A ssa i le g g io ro , 3 /4 ,  F
No. 3 , " P a s to r a le ,"  A l le g re t to  p a s to r a le ,  3 /8 ,  G
No. 4 , "A ria  m is t l c a ,"  Adagio e s p re s s iv o , 4 /4 ,  G
No. 5 , "La a le g r e ,"  A lleg ro  commodo, 2 /4 ,
No. 6 , "La g a la n te ,"  A l le g r e t to  m odera to , 2 /4 , A 
No. 7 , "La s o u v e ra in e ,"  A lle g ro  m odera to , 4 /4 ,  G 
No. 8 , "La g a i l l a r d e , "  A lleg ro  m oderato , 2 /4 , F 
No. 9 , "Mouvement p e r p e tu a l ,"  A lle g ro , 4 /4 , D 
No. 10, " S c h e r z e t to ,"  A lle g ro , 3 /8 ,  G
Compared to  th e  o th e r  works a lre a d y  d is c u s se d , th e se  
H errando com positions seem more p ro g re s s iv e . Each movement i s  in  
b in a ry  form in  two re p e a te d  s e c t io n s ,  w ith  th e  e x cep tio n  o f Number 
2 , which i s  a  t ru e  m inuet and t r i o .  P r io r  to  th e  double b a r th e re  
a re  as  many a s  e ig h t ,  b u t u s u a l ly  from th re e  to  fo u r themes exposed 
in  th e  keys o f the  to n ic  and dom inant. These m elod ies a re  c lo se ly  
ju s ta p o se d  w ith  l i t t l e  t r a n s i t i o n a l  m a te r ia l  connec ting  them. 
Follow ing th e  double b a r ,  th e  opening them e, o r a v a r ia n t  th e re o f ,  
i s  p re se n te d  in  the  key of th e  dom inant, a f t e r  which may come new 
m a te r ia l ,  o r o ld  m a te r ia l  in  v a r io u s  keys (se e  Examples 13 and 1 4 ).
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Allegretto moderato.^ _ 





n * r > F ^ - * - p ——iU — ■— — It a w
i " ^ -------s Q - ” p .......... S m-F - tê' -




IL:------E----- ■—IL-a— ./  , / ------1 . — F------------
-----------#— J —
Example 13. Herrando-Nin, C la ss iq u e s  E spagno ls , No. 6 , b a rs  1-12
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(Allegretto moderato)
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ET
Example 14. H errando-N in, C la ss iq u es  E sp ag n o ls , No. 6 , double bar
Note th a t  t h i s  p r a c t ic e  c o n tr a s ts  w ith  th e  h an d ling  o£ th e  m a te r ia l  
fo llo w in g  th e  double bar as  seen in  b o th  Solo p .  v io l in o  and T res 
duos nuevos,  (s e e  pages 107 and 111). The form o f th e se  movements 
adheres g e n e ra l ly  to  th e  e a r ly  c l a s s i c  b in a ry  so n a ta  concept o f
A B 
I -  V
A B I 
V -  I  *
The s t r u c tu r e  o f th e se  so n a ta s  m erely  in v o lv es  th e  use  of more 
themes and more keys as  fo llo w s:
A B C -——X
I  I  (V )-V ------ '
A (New m a te r ia l)  A o r B o r  C—-X
V V and o th e r  keys I —- - - - - - - - - - - -
C lea r p h rase  s t r u c tu r e  and th e  d iv e rs e -n o te -v a lu e  concept 
i s  e v id e n t in  most movements. F o rtsp innung  i s  q u ite  ev id en t in  
Number 9, a p ie ce  amounting to  a p e rp e tu a l m otion com position .
In  Examples 13 and 14, th e  com p o sitio n a l trea tm en t o f 
Herrando i s  q u ite  e v id e n t .  The examples a re  taken  from th e  b eg in ­
ning o f th e  p ie ce  and from th e  double b a r r e s p e c t iv e ly .  The g e n e ra l 
form of th e  p ie c e  conforms to  th e  o u t l in e  g iv en  above. The
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opening m a te r ia l  i s  r e s t a t e d  in  th e  dominant fo llo w in g  the  double 
b a r ,  b u t th en  th e re  i s  in tro d u c tio n  o f  new m a te r ia l  th e re a f te r *
A v a r ia n t  o f  th e  m a te r ia l  a t  b a rs  one to  fo u r  in  Example 13 i s  
seen  a t  b a rs  tw elve to  s ix te e n  in  Example 14, b o th  in  th e  to n ic  
k ey , g iv in g  a type o f r e c a p i tu la t io n *  Note th e  d iv e rs e -n o te -v a lu e  
c o n cep t, th e  c lo se  p ro x im ity  o f  d u p le ts  and t r i p l e t s ,  and th e  
p e r io d ic  n a tu re  o f th e  m e lo d ie s . Even though p h ra se s  a re  n o t a l l  
o f th e  same le n g th , p h rase  s t r u c tu r e  i s  c le a r ly  d e fin ed *
Harmonic vocabu lary  o f th e se  p ie c e s  i s  la r g e ly  d ia to n ic ;  
fo re ig n  m odu la tions and chrom aticism  a re  minimal* The b ass  l in e  
c l e a r ly  o u t l in e s  th e  harmony, and harm onic rhythm  i s  slow , as 
seen  in  above examples and in  Example 15 below*
Andantino Grazioso e assai mosso
m m
T r r
Example 15* H errando-N in, C la ss iq u e s  E spagno ls» No* 1 , b a rs  1-9
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In  Example 15 ,observe  th e  c a n ta b l le  melody f o r  th e  v io l in .  
G e n e ra lly , th e  w r i t in g  fo r  th e  in s tru m en t i s  c o n v e n tio n a l. There 
a re  few double s to p s  and th e  p a r t  does n o t go above f i f t h  p o s i t io n ,  
b u t th e se  so n a tas  a re  rew ard ing  com positions to  p la y .
The composer Herrando e x h ib i t s  a p e rso n a l s ty le  w hich, 
to  some e x te n t  i s  in t e r n a l ly  c o n s i s te n t .  He borrowed some te c h ­
n iq u e s  from h is  c o n tem p o ra rie s , b u t dev ised  some f o r  h i s  own u se , 
such  a s  th e  semi-F o rtsp in n u n g  co n ce p t, th e  u se  o f new m a te r ia l  
fo llo w in g  th e  double b a r ,  and th e  g u i t a r - l i k e  e f f e c t s  seen in  th e  
Solo  p .  v io l in o  and th e  Duos.  The m erger o f baroque and c la s s ic  
s ty le s  seen  in  h i s  m usic i s  shared  by some o f h i s  S pan ish  con­
te m p o ra r ie s .
The Music o f F ran c isco  M analt
The s ix  so n a ta s  o f F ran c isco  M analt were o r ig in a l ly  e n t i t l e d  
Obra harm onica en s e l s  so n a ta s  de c ^ a r a  de v io l in  y b a lo  s o lo . 
d ed icad as  a l  Exmo. Senbr 0 . Pedro T e lle z  G iron Duoue de Ossuna &c 
p o r D. F ran c isco  M analt. Musico de la  R l. C a p i l la  de S . M. 0 .  P a rte  
p r im e ra . En M adrid , con P r iv i lé g ié  d e l Rcy N .S . Lo estampo Andres 
G uinea, c a l l e  d e l Carmen, donde se h a l la r a  l a  O bra, 1757. These 
so n a ta s  have been re p u b lish e d  by th e  I n s t i t u t e  de m u s ic o lo g ie , 
B a rce lo n a , Spain (se e  page 4 6 ) . Padre Jo sé  A. D onastio  e d ite d  
and r e a l iz e d  th e  b a ss  p a r t .  The s ix  so n a tas  were p u b lish ed  in  
p a i r s  in  th e  y e a rs  1955, 1960, and 1964.
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The movements, m e te rs  and keys a re  a s  fo llo w s:
I  L a rg h e tto , 3 /4 ,  E IV Largo non t a n to ,  3 /4 ,
A lle g ro , 4 /4 ,  E A lle g re t to  con modo e
Tempo d i  m in u e tto , 3 /4 ,  E m aesto so , 2 /4 . E®
A lle g ro , 3 /4 ,  E°
I I  L argo , 4 /4 ,  F
V ivace g ra z io so , 6 /8 , F V Largo a n d a n te , 3 /4 ,  F
L arg h e tto  m aesto so , $ ,  F m inor ( s ig n a tu re  o f
3 f l a t s )
I I I  A lle g ro —A dagio, 3 /4 ,  C m inor A lle g ro , 2 /4 , F minor
Largo—Andante m aestoso , 4 /4 ,  ( d i t t o )
C A lle g ro , 3 /4 ,  F
A lleg ro  (F u g a ), C
VI Largo a n d a n te , 2 /4 ,  D
m inor 
A lleg ro  v iv o , 2 /4 ,  D 
m inor
Andante a f f e tu o s o ,  3 /4 ,
D m inor
As can be n o te d , S onata  V c o n ta in s  two movements in  the  key o f F 
m inor w ith  a s ig n a tu re  o f th re e  f l a t s  (an  analogous p ro c e ss  used 
by H errando, see page 1 2 0 ). The fo u r th  f l a t  appears  throughout 
th e  movements as  an a c c id e n ta l ,  th u s  g iv in g  no sense  o f d o rian  
mode. These so n a ta s  dem onstrate  th e  baroque concep t of having the  
same to n a l i ty  fo r  each movement, bu t in  some in s ta n c e s  th e  m o dality  
changes from m ajor to  m in o r, o r  v ic e - v e r s a .  Seven o f th e  e ig h te en  
movements, o r over o n e - th i r d ,  a re  in  m inor k e y s , an u n u su a lly  h igh  
p ro p o r tio n  fo r  th e  C la s s ic a l  P e rio d .
The in d iv id u a l movements a re  s tru c tu re d  as e i th e r  b in a ry  
form s in  two re p e a te d  s e c t io n s ,  o r a s  f r e e  fo rm s. Except fo r  th e  
p resen ce  o f th e  double b a r ,  a l l  o f th e  movements a re  b a s ic a l ly  put 
to g e th e r  in  th e  same way: each movement c o n ta in s  from th re e  to
f iv e  themes (b u t as  many as n in e )  th a t  a re  p layed  and rep lay ed  in
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an a p p a re n tly  random o rd e r .  In  th e i r  o r ig in a l  e x p o s it io n , th e  
themes a re  in  th e  expected  to n ic  and dominant r e l a t io n s h ip s ,  and 
l a t e r  recu r e i th e r  l i t e r a l l y  re p e a te d , re p e a te d  w ith  v a r ia t io n ,  
o r in  a developm ental p ro cess  by the  b reak ing  up o f a m elodic 
f ig u re  in to  frag m en ts , which a re  then  sequenced o r re p e a te d .
The number o f re c u rre n c e s  o f  a m otive a f t e r  i t s  f i r s t  s ta tem en t 
i s  an u n p re d ic ta b le  f a c to r ;  th e re  appears to  be no h ie ra rc h y  o f 
th em atic  c o n te n t .  The fo llow ing  diagram  shows a ty p ic a l  a rra n g e ­
ment o f  themes and t h e i r  trea tm en t in  a movement:
(II) (II)
Them atic id eas  a re  sometimes connected by t r a n s i t i o n s ,  bu t th e  
t r a n s i t i o n a l  m a te r ia l  may be based on them es, thereby  making i t  
d i f f i c u l t  to  d is t in g u is h  one from a n o th e r , f u r th e r  com plicating  
th e  p h rase  s t r u c tu r e .  P e r io d ic i ty  i s  p re se n t on ly  a sm all p e r ­
cen tag e  o f th e  tim e . F ou r- and e ig h t-b a r  ph rases  do e x i s t ,  b u t ,  
a s  a r u l e ,  on ly  in  th e  o r ig in a l  e x p o s it io n  o f th e  m a te r ia l .  A fte r 
t h a t ,  p h rases  a re  n o t c le a r ly  d e l in e a te d . R e c a p itu la t io n , in  the  
c l a s s i c a l  sen se , o ccu rs  ra re ly *  re tu rn in g  m a te r ia l  i s  u su a lly  
a l t e r e d  c o n s id e ra b ly . Example 16 dem onstrates th e  ab o v e-o u tlin ed  
p ro c e s s . Note th a t  th e  m elodic m a te r ia l  marked by th e  b ra c k e ts  
(  I ' ' i )  i s  a re c u rr in g  them atic  id e a , re tu rn in g  each tim e
s l ig h t ly  changed. The p a ir s  o f ba rs  in  the  broken b ra c k e ts
( i -------------1 ) a re  id e n t i c a l ,  m e lo d ic a lly , excep t fo r  key . Also
n o te  th a t  th e se  p a i r s  of b a rs  a re  in  a d i f f e r e n t  r e la t io n s h ip  to








Example 16. M analt, Obra harm onica, Sonata V I, 2nd movement, 
b a rs  1-31 ( v io l in  p a r t  on ly)
th e  su rround ing  m a te r ia l  th e  second time they  o c c u r . F ree  t r e a t ­
ment o f  m elodic m a te r ia l  in  t h i s  fa sh io n  i s  seen th roughou t th e se  
s o n a ta s . In  Example 17, which i s  a movement in  two re p e a te d
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  é - & èr   ----------  W r -  I J  I
B e
i ma #  j /  I ■ f il ■ ■ ................— ................-  ■■■ -  ■—  ■■■ h r f ' f ^f  r ^ r i r r ' ^
K-^-\-]îxtW - idà d à H
l ' / i ' W T /
Example 17. M analt» Obra harm onica, Sonata  ÎV» 3 rd  movement» 
b a rs  1-30 ( v io l in  p a r t  o n ly )
se c tio n s»  n o te  th e  r e la t io n s h ip  o f th e  opening m a te r ia l  to  th e  way 
in  which i t  appears  fo llo w in g  th e  double b a r .  The opening theme 
i s  re p e a te d  id e n t ic a l ly  in  the  dominant f iv e  b a rs  b e fo re  th e  double 
bar (marked by an a s te r is k »  [ * ] ) ,
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Two movements from th e se  so n a ta s  do n e t  adhere  to  th e  
p a t te r n  o f  form d isc u sse d  above. S onata  I I ,  f i r s t  movement, and 
Sonata V, second movement, e x h ib i t  th e  s ty le  o f F o rtsp innung  w ith  
o n ly  one b a s ic  m elodic id ea  perm eating  an e n t i r e  movement. T h is 
one id ea  i s  su b je c te d  to  co n tin u o u s  developm ent by sequence and 
r e p e t i t i o n .
Two movements d e l in e a te  a c le a r  A-B-A form w ith  re s p e c t  
to  key by having a m iddle s e c t io n  in  a c o n tra s t in g  to n a l i ty  
(S onata  I I I ,  t h i r d  movement, and S onata  V, t h i r d  movement). The­
m a tic  tre a tm en t conforms to  th e  p ro c e ss  as  d e sc rib e d  a t  th e  b eg in ­
n ing  o f t h i s  d is c u s s io n .  S onata  I I I ,  movement 3 , i s  e n t i t l e d  Fuga 
and b eg in s  as a two v o ice  im i ta t io n  between melody and b a s s . A fte r  
a few b a r s ,  how ever, i t  becomes a homophonie com position .
A nother movement vdiich b e a rs  c lo s e r  exam ination  i s  th e  l a s t  
movement o f  Sonata  I I .  I t  i s  re m in isc e n t o f th e  o ld  canzone- 
so n ata  s t r u c tu r e  o f th e  e a r ly  Baroque P erio d  in  which a su ccess io n  
of sh o r t s e c tio n s  in  c o n tra s t in g  m e te rs  fo llow ed  one a n o th e r . The 
movement beg ins w ith  a L a rg h e tto  m aestoso  in  ^  l a s t in g  fo r  seven 
b a r s ,  fo llow ed  by a M inuet l a s t in g  f o r  te n  b a r s ,  which i s  then  
fo llow ed  by a r e tu r n  to  th e  L a rg h e tto . T h is second L arg h e tto  
c o n ta in s  s im ila r  th em a tic  m a te r ia l  to  th e  f i r s t ,  bu t in  th e  key of 
th e  dom inant. A fte r  e ig h t  more b a rs  th e  M inuet r e tu r n s  w ith  a 
re s ta te m e n t o f  th e  m inuet theme a s  b e fo re ,  b u t in  th e  dominant k ey . 
The m a te r ia l  o f th e  second L a rg h e tto  r e tu r n s  a f t e r  s e v e ra l  b a r s ,  
bu t in  th e  key of th e  t o n ic .  F in a l ly ,  a c o d a - lik e  s e c tio n  in  b in a ry
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form e n t i t l e d  A lle g re t to  p iu  ce d i  m inue tto  ( f a s t e r  th an  the  
m inuet) in  3 /4  m eter o ccu rs  w ith  e n t i r e ly  new m a te r ia l*  The 
o v e ra l l  form o f th e  movement i s ,  th e r e f o r e ,  a s  fo llo w s :
A B A* B' A* I: C 
I  I  V V I  ' I — V
C» :i 
V— I '
Found in  Sonata  IV, second movement, i s  a  co m p o sitio n al 
dev ice  no t encoun tered  in  any o th e r  p ie c e  by M an a lt, o r  used by any 
o th e r  Spanish  composer: th e  p ro c e ss  of re tro g ra d e  tra n s fo rm a tio n
of th em atic  m a te r ia l .  In  Example 18 below , n o t ic e  th e  ascending 
sc a le  f ig u re  in  s ix te e n th  n o te s  in  th e  b ass  p a r t  fo r  th e  f i r s t  two 
b a r s ,  and in  th e  v io l in  p a r t  fo r  th e  th i r d  b a r .  In  Example 19, 
taken  from a l a t e r  sp o t in  th e  same movement, th e  f ig u re  appears 
in  rhythm ic re tro g ra d e  and th e  s c a le  appears in v e r te d ,  i . e . ,  
descend ing . Example 13 d em onstra tes  a lso  one o f th e  few p la c e s  in  
a l l  o f th e se  so n a ta s  in  which th e  b ass  p a r t  h as  an id e n t i f i a b le  
m elodic l i n e .  The o n e -p lu s -o n e -p lu s -o n e  s t r u c tu r e  o f Example 18 
appears n o t in f re q u e n tly  th roughou t th e se  s o n a ta s .
I
Allegretto copriodo e  m aestoso
m
A;
Example 18 . M analt, Obra harm<^nica. Sonata IV , 2nd movement, 
b a rs  1-4
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(Allegretto comedo e maestoso)
Example 19. M an a lt, Obra harm onica» Sonata IV, 2nd movement, 
b a rs  30-32
W ith re s p e c t  to  harmony, g e n e ra l ly , th e re  e x i s t s  a conven­
t io n a l  u se  o f e ig h te e n th -c e n tu ry  d e v ic e s . However, c e r ta in  p la c e s  
in  th e se  so n a ta s  dem onstrate  in te r e s t in g  and somewhat unusual h a r ­
monic p ro c e d u re s . In  Exan^le 20, th e  sm all n o te s  in  th e  bass  p a r t  
were added by D onastio , the  e d i to r ,  and because the bass  i s  
u n f ig u re d , one cannot determ ine i f  th e se  p i tc h e s  were o r ig in a l ly  
in ten d ed  'ly M analt. The key e s ta b lis h e d  a t  th e  end of Example 20 
i s  G m in o r. The chord in  the  th i r d  bar o f th e  example (w ith o u t the  
added n o te s  by D onastio ) i s  D-F”^-A^-C, a French s ix th  on the 
dominant o f G m ino r. The a d d it io n  o f the  B n a tu r a l ,  i f  co n sidered  
a chord  to n e , makes th e  chord a French s ix th  w ith  an a d d it io n a l  
p i tc h  a minor th i r d  below th e  r o o t .  The B, more l i k e l y ,  i s  a non­
harm onic to n e , y e t ,  no apparen t reaso n  can be found fo r  i t s  being 
th e r e .  The r e s o lu t io n  o f th e  augmented s ix th  chord in  th e  fo u r th  
b a r o f th e  example i s  unusual because of th e  p resence  o f an appogia» 
tu r e  A n a tu r a l ,  an uncommon p ra c t ic e  fo r  the  p e r io d . T h is c i te d
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example Is  th e  only  one in  th e  so n a ta s  in v o lv in g  augmented s ix th  
c h o rd s .
Andante m aestoso
if  A  J  ) E L
b -J J. J J. J ^uJLi._ _ :_ _ _ _ _ _ _ _ _ _ H lJ p . J J ->■
►— r —
^  J i  J
t x n -----------------
_ _ ± __ l _
f  aaaw
T = —
— J— ^ — J - U jL
Example 20. M analt, Obra harm onica. Sonata 111, 2nd movement, 
b a rs  47-51
In  th e  second movement o£ Sonata  1 , two exanq>les o f ascend­
ing  chrom atic  bass  l in e s  moving th e  d is ta n c e  of a p e r f e c t  fo u r th  
may be observed* In  th e  p ro c e s s , d im in ished  seven th  chords a re  
o u t l in e d ,  te m p o ra rily  obscu rin g  th e  t o n a l i t y .
An unexpected s h i f t  o f t o n a l i ty  o ccu rs  in  Sonata IV, f i r s t  
movement. I t  i s  a  b in a ry  movement in  two re p e a te d  s e c tio n s  in  the  
key o f m a jo r.  P r io r  to  th e  double b a r ,  th e  expected  m odulation  
to  th e  dominant o c cu rs ; however, fo llo w in g  th e  double b a r th e re  i s
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a  G m ajor t r i a d  fo llow ed  by a sequence o f  seven th  chords in  a c y c le  
o f  f i f t h s  going G-C-F-B^-E^ (se e  Example 2 1 ) . A m elodic sequence 
in  both  v io l in  and b ass  may be observed  in  co n nec tion  w ith  th i s  
c y c le .
Largo non tanto
---- 1------ }----- Trk
r  '0
l-LLLf ri
Example 21 . M an a lt, Obra harm onica. Sonata IV, 1 s t  movement, 
double bar
One o th e r  n o ta b le  d ev ice  seen  in  th e se  so n a ta s  i s  th e  use 
o f long p e d a ls .  In  th e  second movement o f Sonata I I I ,  th e  Fuga, 
fo r  th e  e n t i r e  d u ra tio n  o f th e  m iddle s e c tio n  which i s  in  the  
p a r a l l e l  minor k ey , th e re  i s  a ped al on th e  dominant in  th e  b a s s . 
I t  l a s t s  a t o t a l  o f  s ix ty - tw o  b a rs  in  a movement o f 150 b a rs  
d u ra t io n .
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C o u n te rp o in t i s  used  to  a  s l i g h t  e x te n t  in  th e se  so n a ta s . 
G e n e ra lly , th e  te x tu re  i s  homophonie w ith  th e  b ass  moving e i th e r  in  
p a r a l l e l  m otion o r  a g a in s t  a s u s ta in e d  n o te  in  th e  m elody. The 
p resence  o f slow harm onic rhythm , in  a d d i t io n ,  adds a d i s t in c t iv e  
c l a s s i c a l  touch  to  th e se  s o n a ta s .
T e c h n ic a lly , th e se  works a re  w r i t t e n  in  a co n v en tio n a l 
fa s h io n . G reat demands a re  n o t made of th e  p la y e r .  Where double 
s to p s  o c c u r , they  l i e  w e ll f o r  th e  f in g e r s .  I t  i s  ap p aren t th a t  
M analt was h im se lf a v i o l i n i s t .
In  a s se s s in g  th e se  s ix  so n a ta s  o f  M analt i t  i s  d i f f i c u l t  
to  p la ce  them in  a p ro p e r p e rs p e c tiv e  w ith  th o se  o f h i s  contem pora­
r i e s .  They show bo th  C la s s ic a l  and Baroque P e rio d  te n d e n c ie s ; 
i n t e r n a l ly ,  th e re  e x i s t s  a la ck  o f c o n s is te n c y  w ith  r e s p e c t  to  
p e r io d ic  s t r u c tu r e ,  harm onic v o c ab u la ry , and form al s t r u c tu r e s .
In  t h i s  r e s p e c t ,  th ey  a re  u n iq u e ly  M analt co m p o sitio n s .
The Music o f A ntonio S o le r
The keyboard q u in te ts  o f A ntonio S o le r  a re  e n t i t l e d  S is
q u in te ts  per a in s tru m e n ts  d*arc i  o rgue o c la v e  o b l ig a t  and bear a 
m anuscrip t d a te  o f 1776. The e n t i r e  s e t  o f q u in te ts  was p u b lish ed  
in  1933, e d i te d  by R obert G erhard w ith  an in tro d u c tio n  by H ig in io  
Angles (se e  page 4 4 ) . The o r ig in a l  m an u sc rip t l i e s  in  th e  E sc o r ia l 
M onastery , E l E s c o r ia l ,  S p a in . S o le r  in ten d ed  f o r  an o rgan  to  be 
used as the  keyboard , but a n o th e r keyboard in s tru m en t may be sub­
s t i t u t e d  in  i t s  p la c e .  Organ s to p  s e t t in g s  a re  g iv en  by S o le r  a t
th e  b eg inn ings of most movements.
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The movements, m e te rs , and keys a re  as  fo llo w s:
I  A l le g r e t to ,  4 /4 ,  C 
A ndantino , 3 /8 ,  G 
A lle g re t to  en fu g a , if, C 
M lnuetto  a d a g le t to ,  3 /4 ,
A m inor 
A lle g ro , 2 /4 , C
I I  C a n ta b ile  con m oto, * ,  F 
M ln u e tto , 3 /4 ,  F 
A lle g ro , 2 /4 —D ivertim ento  
a n d an tin o , 3 /8 —A lle g ro , 
2 /4 , F
I I I  A l le g r e t to ,  2 /4 ,  G 
L argo , 3 /4 ,  C 
A lleg ro  p a s t o r i l e ,  3 /8 ,  G 
A ndantino g ra z io  o , $ ,  D 
A lleg ro  s u b i to ,  2 /4 , G
IV A l le g r e t to ,  2 /4 , A m inor 
M ln u e tto , 3 /4 ,  C 
A lleg ro  a s s a i ,  3 /8 ,  A m inor 
M lnuetto  con v a r ia z io n i ,  
3 /8 ,  C
V C a n ta b ile ,  4 /4 , D
A lleg ro  p r e s to ,  6 /8 , D 
M ln u e tto , 3 /4 ,  D 
Hondo a l l e g r e t t o ,  $ , D
VI A ndante, 3 / 4 . .
A lle g ro , 2 /4 , G m inor 
A ndante, 3 /4 , F - -A lle g ro , 
2 /4 , D m inor—A ndante, 
3 /4 , F y
M ln u e tto , 3 /4 , £
Rondo, andante  con m oto, 
ÿ , G m inor
The la ck  o f u n ifo rm ity  in  th e  number and o rd e r o f movements m ight 
in d ic a te  in  th e se  q u in te ts  a r e tu r n  to  th e  more c o n se rv a tiv e  
can zo n a-so n a ta  tech n iq u e  o f th e  ba ro q u e . Such i s  n o t th e  c a s e , 
fo r  th e se  com positions a re  g e n e ra l ly  n o t c o n se rv a tiv e . The v e ry  
n a tu re  o f  th e  medium— s tr in g  q u a r te t  and o rgan— i s  p ro g re s s iv e  fo r  
the  tim e .
S o l e r 's  tre a tm e n t o f h i s  medium approaches th a t  o f a key­
board c o n ce rto  w ith  s t r in g  accompaniment; th e  q u a r te t  and th e  
keyboard a re  t r e a te d  in d ep en d en tly , a t  tim es each p lay in g  fo r  long 
p e rio d s  o f tim e w ith o u t th e  o th e r ,  e . g . ,  th e  t r i o  s e c tio n s  o f m inuets 
a re  f r e q u e n tly  p layed  by th e  s t r in g s  a lo n e . E x p o s itio n  o f m elodic 
m a te r ia l  i s  v e ry  c lo se  to  th a t  o f c o n c e r to -so n a ta  double e x p o s it io n  
fo rm a t, w ith  th e  s t r in g s  p la y in g  a group o f themes a lone  fo llow ed
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by a  re s ta te m e n t o f th e  m a te r ia l  p layed  by th e  keyboard , e i th e r  
a lo n e  o r  w ith  s t r in g  accompaniment. T h is re s ta te m e n t I s  p layed 
In  th e  same k e y (s )  a s  th e  f i r s t  e x p o s it io n . The prim ary d if fe re n c e  
betw een S o le r* s  e x p o s it io n s  and th e  double e x p o s it io n  of c l a s s ic a l  
c o n c e r t l  I s  th a t  fo llo w in g  the  re s ta te m e n t o f th e  opening m a te r ia l  
by th e  keyboard , S o le r* s  * 'exposition" co n tin u e s  in  th e  s t r in g s  
a n d /o r  th e  keyboard w ith  new m elodic m a te r ia l  b e fo re  a r r iv in g  a t  a 
double  b a r o r  some o th e r  s tro n g  cadence marking the  end of a sec ­
t i o n .
The s t r u c tu r e s  o f  the  movements v a ry . M inuet movements are  
th e  o n ly  ones in  b in a ry  form in  two re p e a te d  s e c t io n s ;  a l l  o th e rs  
make no u se  o f double b a r .  The non-m inuet movements c o n ta in  a 
s e r i e s  o f  c o n tra s t in g  them atic  id e a s  in  th e  to n ic  and dominant 
k e y s , w ith  t r a n s i t i o n a l  m a te r ia l  connecting  th e  them es. This 
t r a n s i t i o n a l  m a te r ia l  i s  non-them atic  and i s  composed o f s c a le s ,  
r e p e a te d ,  a rp e g g ia te d  f ig u r e s ,  s e q u e n tia l f ig u r e s ,  o r broken th i r d  
s c a le  p a ssa g e s . A fte r  a d ev e lo p m en ta l/seq u en tia l p ro c e ss , the 
themes r e tu r n  in  th e  to n ic  o r o th e r  keys sometimes w ith  the  ad d i­
t io n  o f new m a te r ia l .  In  th i s  re s p e c t  them atic  and key s t ru c tu re  
i s  q u i t e  f r e e .  W ith in  t h i s  framework, however, p e r io d ic  p h rasing  
o f them es them selves i s  w ell d e f in e d . Two-bar, fo u r -b a r ,  and e ig h t-  
bar p h ra se s  a re  common. To an e x te n t ,  th e  d iv e rs e -n c te -v a lu e  con= 
cepC I s  p re s e n t In  th em atic  m a te r ia l .  In  a d d it io n , c o n tra s t  between 
them es a ls o  e x i s t s .  ( I t  a p p ea rs , th e re fo re ,  th a t  S o le r was somewhat 
aware o f  p re v a il in g  t r e n d s .)  Example 22 dem onstrates the  above- 
m entioned  c h a r a c t e r i s t i c s  and Example 23 shows the e n try  o f the
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keyboard in  a l a t e r  s e c tio n  o f th e  same movement; i t  may be 
observed  th a t  th e  keyboard d u p lic a te s  th e  music o f  Example 22. 
(A lthough n o t shown, th e  keyboard co n tin u es  w ith  th e  same music 
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Example 22 . S o le r ,  S is  q u in te t s . Q u in te t I I I ,  4 th  movement, 





Example 23. S o le r ,  S is  q u in te t s . Q u in te t I I I ,  4 th  movement, 
b a rs  22-23 , s t r in g s  t a c e t
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Im m ediate r e p e t i t i o n  o f th em atic  m a te r ia l  o ccu rs  in  c e r t a in  
movements in  one o f two ways: (1 ) e n tra n c e s  a re  s tag g e red  and
m a te r ia l  i s  re p e a te d  in  su cc e ss iv e  v o ic e s  g iv in g  a canonic  e f f e c t ,  
and , in  t h i s  s i t u a t i o n ,  p a r a l l e l  t h i r d s  a re  f r e q u e n tly  c re a te d  in  
th e  p ro c e s s  (se e  Example 2 4 ); (2 ) an e n t i r e  re s ta te m e n t o f m elodic 
m a te r i a l ,  com plete w ith  accompaniment, o ccu rs  in  a d i f f e r e n t  s e t  
o f  v o ic e s  (se e  Example 2 5 ) , and, depending upon in s tru m e n ta tio n , 
w ith  th e  n e c e ssa ry  o c tav e  d isp la ce m e n t. Development o f th em atic
Allegro eublto















Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
142
m r .'u  1
r 1 —p""'i ~  I'l;—
■I. .:.: AW.
---  - AM/ •^  r _T d^=ti=3=
= ^ = 5=
V
V AW:£=r--z=U=:
E f  1
------- -—■—«L T
Example 24 . S o le r ,  S is  q u in te t s .  Q u in te t I I I ,  5 th  movement, 















Example 25 . S o le r ,  S is  q u in te t s . Q u in te t IV, 1 s t movement, 
b a rs  1 -5 ; keyboard ta c e t
id e a s , b e s id e s  r e p e t i t i o n ,  in c lu d e s  th e  f r a c tu r in g  o f a  theme and 
sequencing some p o r t io n  o f i t .  A nother d e v ice , seen in  Example 26, 
i s  an o v erlap p in g  p ro cess  between two in s tru m e n ts . In  t h i s  exam ple, 
Che v i o l i n s ,  v io l a ,  and c e l l o ,  each have a d o v e ta ilin g  f ig u r e .  The 
dev ice  i s  employed in  th e  development p ro cess  o f themes and in  
accompanying f ig u r e s .
The te x tu re  v a r ie s  from c o n tra p u n ta l to  homophonie. Accom- 
pan im ental f ig u r e s ,  such as A lb e r t i -b a s s ,  occur in  connection  w ith  
p a r a l l e l  o r c o n tra ry  m otion in  o th e r  v o ices  (se e  fo llow ing  exam ples),
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Example 2 6 . S o le r ,  S is  q u in te t s . Q u in te t I ,  1 s t movement, 
b a rs  34-33 , keyboard o m itted
Note in  Example 27 th e  A lb e r t i  b a s s - f ig u re  in  th e  keyboard in  
co n n ec tio n  witb. c o n tra p u n ta l m otion in  th e  s t r i n g s .  T h is i s  a lso  
a ty p ic a l  example dem onstrating  th e  manner in  which th e  keyboard 
and th e  s t r in g s  appear to g e th e r .  In  Example 28 n o te  th e  two- 
a g a in s t- tv o  p a r t  w rit in g  between th e  v i o l i n s ,  and th e  v io la  and 
c e l l o .  C om pletely homophonie w ritin g  does no t e x i s t  f r e q u e n t ly .  
Example 29 shows one o f the  r a r e  case s  where th re e  v o ic e s  a re  
acconpanying one .
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Example 27 . S o le r ,  S is  q u in te t s .  Q u in te t I ,  5 th  movement, 
b a rs  71-80
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Example 28 . S o le r ,  S is  q u in te t s . Q u in te t I I I ,  3 rd  movement, 
b a rs  139-148, keyboard ta c e t
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Allegretto
U > - j £ .
vio a
icello
 ^ r " ? "p y —J  J • "■ - " r  --- j — " j
-----
j  j  j  j  ± ± - i'i-  ' ............ -1
Exançle 29. S o le r ,  S is  q u in te t s . Q u in te t I ,  1 s t movement, 
b a rs  7 -8 , keyboard ta c e t
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The movement e n t i t l e d  A lle g re t to  en fuga in  Q u in te t 1 
b eg in s  a s  a double fugue (see  Example 30) b u t th e  baroque concept
Allegretto en  fuga
m
A .
- H  
1st vin
m
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Example 3 0 . S o le r ,  S is  q u in t e t s . Q u in te t I ,  3 rd  movement, 
b a rs  1 -10 , keyboard ta c e t
of fugue i s  n o t adhered  t o .  T his im i ta t iv e  m a te r ia l  a l t e r n a t e s  
w ith  c o n tra s t in g  m a te r ia l  which i s  n o t t r e a te d  c o n tra p u n ta l ly .  
However, whenever th e  "fugue s u b je c t"  a p p e a rs , a s  seen in  Example 
3 0 , i t  re ce iv e s  a  s im ila r  type  o f  c o n tra p u n ta l tre a tm e n t.
The harm onic vo cab u la ry  v a r ie s  from t o t a l  d ia to n ic ism  to  a 
m oderate use  o f chrom atic ism  and a few fo re ig n  m o d u la tio n s . The 
r e p e t i t i o n  o f a chord p ro g re s s io n  su c c e ss iv e ly  th re e  o r fo u r tim es 
occu rs  o c c a s io n a l ly .  Harmonic rhythm  f lu c tu a te s  betw een a  f a s t  
change o f harm onies to  a r e l a t i v e l y  slow o n e . In  a l l  movements, 
th e  keys o f th e  to n ic  and dominant a re  f irm ly  e s ta b l is h e d  n ea r th e  
b eg in n in g . Follow ing t h i s  may come m o d u la tions to  p a r a l l e l  m in o r, 
r e l a t i v e  m ino r, o r  subdominant k e y s .
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
152
These q u in te ts  by S o le r dem onstrate  an in te r e s t in g  m ix tu re  
o f  s ty le  c h a r a c te r i s t i c s *  The pronounced use  o f polyphony and 
absence o f  c l e a r  b in a ry  s t r u c tu r e s  a re  d e f in i t e ly  no t ch arac ­
t e r i s t i c s  o f th e  C la s s ic a l  P e r io d . However, th e  harmonic vocabu­
l a r y ,  p e r io d ic  p h rase  s t r u c tu r e ,  m inuet and t r i o  s t r u c tu r e ,  and 
th e  accom panim ental f ig u re s  a l l  p o in t to  th e  e a r ly  c l a s s i c a l  s ty le *  
The f r e e  tre a tm e n t o f themes and th e  i r r e g u la r i t y  o f t h e i r  ap pear­
ance i s  a d i s t i n c t  S o le r  c h a r a c te r i s t ic *  These p ie c e s ,  p robably  
more th an  any o th e r s ,  a re  n e a r ly  e q u a lly  d iv id ed  between baroque 
and c l a s s i c a l  te n d e n c ie s . The manner in  which th e  medium I t s e l f  
i s  used c l e a r ly  shows in f lu e n c e  from th e  c l a s s i c a l  concerto*
The C om positions o f th e  B ro th e rs  P la
F iv e  s e t s  o f com positions by th e  P la  b ro th e rs  a re  examined 
in  t h i s  study* I t  i s  r e s ta te d  h e re  th a t  th e  m ajor problem  in  
in v e s t ig a t in g  t h e i r  m usic r e s t s  in  th e  f a c t  th a t  th e  ex ac t com­
p o ser cannot be determ ined* In  a l l  b u t two of th e  e x ta n t composi­
t io n s  on ly  th e  l a s t  name, P la , appears on th e  t i t l e  page. The 
name of Jo se  has been p e n c ile d  in  on th e  t i t l e  pages o f  th re e  
w orks, b u t f o r  th e  rea so n s  s ta te d  on page 46 t h i s  a d d itio n  cannot 
be assumed to  be c o r r e c t .  An e ig h te e n th -c e n tu ry  work by one o f th e  
P la  b ro th e rs  was p u b lish ed  by R ichard  B rid e , London, England, and 
e n t i t l e d  S ix  S onatas fo r  Two German F lu te s  o r V io lin s  Composed in  
a  P lea s in g  and A greeable S ty le ; th e re  was no f i r s t  name on the
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o r ig in a l  p u b l ic a t io n .  The firm  of B. S ch o tt Sohne rep u b lish ed  
t h i s  work under th e  t i t l e  Sechs Sonaten fu r  zwei Oboen (F lo te n ) 
and added th e  name Juan B a u tis ta  P la  as th e  a u th o r .^  Another 
com position  i s  a p p a re n tly  by two of th e  P la  b ro th e rs :  S ix  Sonatas
fo r  Two F lu te s ,  V io lin  o r  Hautboys w ith  a Bass fo r  H arpsichord  o r 
V io lo n c e llo  composed by S ig r s ,  P l a 's  F s i c l » p u b lish ed  by J .  Hardy, 
London, E ngland, c a . 1770,^ I t  appears from th e  s p e l l in g  " S ig r s .  
P l a 's "  th a t  th e re  were two P la  b ro th e rs  in v o lv ed . The name has 
been m is sp e lle d  a s  P l a t ,  P la s , and P la ts  in  v a r io u s  so u rc e s , bu t 
because o f  the  p lu r a l  m o d if ie r  S ig r s .  i t  would appear th a t  P l a 's  
i s  p l u r a l .  No o th e r  in fo rm atio n  i s  g iven  on the  t i t l e  page, thus 
i t  cannot be determ ined  i f ,  in  f a c t ,  th e  so n a ta s  were w r i t te n  by 
two d i f f e r e n t  p e o p le , and , i f  so , which was composed by whom.
S ix  Duets fo r  Two V io l in s , by P la , (? )
S ix  Duets fo r  Two V io lin s  were p u b lish ed  by C. and S . 
Thompson, London, England , c a . 1775. The name Jo se  has been pen­
c i le d  in  on th e  t i t l e  page, bu t th e se  works a re  id e n t ic a l  to  a
P la ,  Juan  B a u t is ta ,  Sechs Sonaten fu r  zwei Oboen (FlW ten) ,  
ed . by W alter Lebermann (Mainz: B. S c h o t t 's  S ohne), E d itio n  S ch o tt
5893. A l e t t e r  o f in q u iry  to  th e  f irm  o f B. S c h o t t 's  Sohne con­
cern in g  th e  a u th e n t ic i ty  o f th e  name Juan B a u t is ta  re c e iv e d  th e  
c o u rte sy  of a r e p ly .  In  i t  was s ta te d  t h a t ,  in  f a c t ,  th e  work was 
o r ig in a l ly  by Juan B a u t is ta  P la  b u t no re fe re n c e  was c i t e d  to  
v e r i f y  t h i s  f a c t .  A p p aren tly , only  th e  f i r m 's  re c o rd s  were used 
as  v e r i f i c a t i o n ,  w hich, in  the  w r i t e r 's  o p in io n , does n o t r e a l ly  
so lve  th e  q u e s tio n  o f doubt concern ing  th e  tru e  a u th o rsh ip  o f th e  
work.
^ B r i t i s h  Union C ata lo g u e , 2 :678 .
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m anuscrip t copy o f d u e ts  e n t i t l e d  D iv e rtim e n ti a due v i o l i n i  by 
M anuelle P la .  This m anuscrip t l i e s  in  th e  B ib lio te c a  n a t io n a l , 
M adrid, S pain ; i t s  a u th e n t ic i ty  cannot be v e r i f i e d .  The Thompson 
e d i t io n  d i f f e r s  only  in  th e  f a c t  th a t  th e  o rd e r o f th e  d u e ts  was 
changed and some of th e  movement t i t l e s  were a l t e r e d - - th e  m usic 
i s  i d e n t i c a l .  The movement t i t l e s  o f th e  D iv e rtim e n ti a re  as 
fo llo w s:
I  C a n ta b ile ,  6 /6 , G
A lleg ro  non p r e s to ,  G 
A l le g r e t to ,  3 /4 ,  G
I I  L argo , 3 /4 , D
A lleg ro  non p r e s to ,  4 /4 , D 
A lle g ro , 3 /4 , D
I I I  A ndantino , * , A 
A lle g ro , 4 /4 , A 
A lleg ro  m ln u e tto , 3 /4 , A
IV L a rg h e tto , 4 /4 ,  F 
A l le g r e t to ,  4 /4 , F 
M ln u etto , 3 /4 ,  F
V L argo , 3 /4 ,
A lle g re t to  non p r e s to ,  4 /4  
Bb
M lnuetto , 3 /4 , B
VI L argo , .
A l le g r e t to ,  4 /4 ,  E. 
A l le g r e t to ,  3 /8 ,  E
The movement t i t l e s  o f th e  Thompson e d i t io n  a re  as fo llo w s:
I  C a n ta b ile ,  6 /8 , G (Same as 
I ,  above)
A lle g ro , * , G 
M inuet, 3 /4 , G
I I  A ndante, 3 /4 ,  D (Same as I I )  
A lle g ro , 4 /4 , D 
M inuet, 3 /4 , D
I I I  L a rg h e tto , 4 /4 , F (Same as
IV)
A lle g ro , 4 /4 , F 
M inuet, 3 /8 , F
IV A ndante, 3 /4 ,  B (Same as
V) b
A lle g ro , 4 /4 ,  B,
A lle g ro , 3 /4 ,  B°
V L argo , E^ (Same a s  VI) 
A lle g ro , 4 /4 ,  gb 
M inuet, 3 /4 , E°
VI A ndante, $ , A (Same as 
I I I )
A lle g ro , 4 /4 , A 
M inuet, 3 /4 , A
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(N ote: h e r e a f t e r ,  a l l  d ue t t i t l e s  r e f e r  to  th e  Thompson
e d i t i o n ,  i . e . .  Duet I I I  r e f e r s  to  th e  t h i r d  Thompson e d i t io n  duet 
l i s t e d  ab o v e .) T h is s e t  o f p ie c e s  i s  among th e  m ost c o n s is te n t ,  
s t y l i s t i c a l l y ,  in  th e  e n t i r e  r e p e r to i r e .  Note th a t  th e  o rd e r  o f 
movements conforms to  e i th e r  a S-F-F o r  S-F-M inuet p a t te r n .  A ll 
o f th e  f i r s t  movements a re  c h a ra c te r iz e d  by th e  absence o f a double 
b a r ,  and a l l  second and th i r d  movements a re  b in a ry  s t r u c tu r e s  in  
two re p e a te d  s e c t io n s .
F i r s t  movements c o n ta in  a t  l e a s t  two d i s t i n c t  themes and 
fo llo w  th e  form o u tlin e d  below:
A B A (C) t r a n s . / d e v .  A o r  B o r (C)
I  I  (V) V V V—o th e r  keys--------I — ------------
Second movements, and th e  th i r d  movement o f  Duet IV , a re  s tru c tu re d  
a s  fo llo w s :
A B (C) II  A or B t r a n s . /d e v .  A an d /o r B an d /o r (C)
 ^ I V — II" V V»""— ——1
Thus, i t  can be seen , th e  prim ary d if f e r e n c e  between f i r s t  move­
m ent, and second movement s t r u c tu r e s  i s  th e  p re sen ce  o f a double 
b a r .  M inuets a re  e i th e r  in  th e  t r a d i t i o n a l  c l a s s i c a l  m inuet and 
t r i o  form
M inuet T rio
I . A i j . X A I I  B y B .
I * I - - V  ' II'  V I— 'I I ' I—V II V I — *1
o r in  b in a ry  form as fo llo w s:
A B II A B 
I  V * '  V I
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Themes them selves a re  c l e a r ly  p e r io d ic  d iv id in g  in to  fo u r -  
b a r ,  s ix - b a r ,  o r  e ig h t-b a r  p h ra s e s , sometimes in  an a n te c e d e n t/ 
consequent r e l a t io n s h ip .  Cadences an d /o r r e s t s  d e l in e a te  th e  
p h ra ses  as  seen  in  th e  fo llo w in g  exam ple:
Andante
A A
Example 3 1 . P la ,  (M anuel?), S ix  D u e ts , Duet I I ,  1 s t movement, 
b a rs  1-8
B esides p e r io d i c i t y ,  th e  th em atic  m a te r ia l  d em o n stra tes  th e  d iverse*  
n o te -v a lu e  c o n ce p t, i . e . ,  in te r n a l  c o n t r a s t ,  a s  w e ll a s  c o n tr a s t  
between them es. Note th e  wide range  of n o te  v a lu e s  in  Examples 
32 and 3 3 , th e  c le a r  p h rase  s t r u c tu r e ,  and , in  Example 3 3 , the  
c lo se  p ro x im ity  o f d u p le ts  and t r i p l e t s .  Themes a re  connected  by 
t r a n s i t i o n a l  m a te r ia l  c o n s is t in g  o f s c a le s  and a rp eg g io s  in
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Examole 3 2 . P la .  (M anuel?). S ix  D u e ts , Duet 1 , 3n  
b a rs  1-8 ( 1 s t  v io l in  p a r t  o n ly )
. Allegro ^  -n  - v
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Example 3 3 . F la ,  (M anuel?), S ix  D u sts , Dust Y I, 2nd movement, 
b a rs  1-8 (1 s t  v io l in  p a r t  on ly )
s e q u e n tia l  f ig u r e s  (se e  fo llo w in g  exam ples). A l im ite d  amount oi( 
developm ent ta k e s  p la c e  in  th e  second h a lf  o f a movement; th e  
second theme i s  fragm ented  and su b je c te d  to  sequence and r e p e t i t i o n .





Example 3 4 . P la ,  (M anuel?), S ix  D u e ts , Duet I ,  3 rd  movement, 
b a rs  20-23
The te x tu r e  rem ains homophonie th ro u g h o u t; e i th e r  th e  second 
v i o l i n  i s  p la y in g  in  p a r a l l e l  m otion w ith  th e  f i r s t ,  as in  Exam­
p le  3 5 , o r  i t  i s  p la y in g  some type  of accompanying f ig u r e .  A l te r ­
n a tio n  o f  m elodic m a te r ia l  between th e  f i r s t  and second v io l in  
e x i s t s  s p a r in g ly ; th e  f i r s t  p a r t  c a r r i e s  th e  melody most o f the  




Example 3 5 , P la ,  (M anuel?), S ix  D uets , Duet I ,  3rd  movement, 
b a rs  22 -24
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re s ta te m e n t of th e  opening theme in  the  dominant key i s  always 
done so by th e  second v i o l i n .
The harmonic vocabu lary  in  th e se  d u e ts  i s  co n v en tio n a l 
w ith  d ia to n ic  harm onies pervad ing  throughout th e  p ie c e .  Each duet 
i s  in  a m ajor to n a l i ty  w ith  m inor keys appearing  m in im ally  and th e  
dominant key i s  th e  on ly  key c o n s is te n t ly  appearing  b e s id e s  th e  
to n ic .  Chrom aticism  in  alm ost a l l  forms i s  avo ided ; harm onic 
rhythm i s  slow . G e n e ra lly , ends o f s e c tio n s  employ to n ic  s ix -  
fo u r cadences w ith  th e  r e p e t i t i o n  o f th e  to n ic  t r i a d  a f t e r  th e  ^ 
f in a l  dominant o ccu rrin g  f r e q u e n tly . The m elodic form ula
appears commonly in  connec tion  w ith  c a d e n tia l  p a t t e r n s .  In  b in a ry  
movements in  two re p e a te d  s e c t io n s ,  th e  approach to  th e  cadence i s  
id e n t ic a l  a t  the  end o f each s e c t io n ,  excep t fo r  k ey .
The techn ique re q u ire d  to  perform  th e se  d u e ts  i s  no t 
e x h a u s tiv e , y e t th e  p ie c e s  a re  most g r a t i f y in g  to  p lay  because of 
the  in te r e s t in g  m elodies in  th e  f i r s t  v io l in  p a r t ,  and the  a c t iv e  
accompanying f ig u re s  in  th e  second. There i s  an absence o f v i r -  
tu o s ic  w r i t in g ,  a lthough  th e re  e x i s t  some d o u b le -s to p s , a rp eg ­
g ia te d  f ig u r e s ,  and t r i l l s ,  which a re  a l l  w ell w r i t t e n  fo r  the  
v io l in .
Tre t r i i  a f l a u t i  t r a v e r s i . by P la ,  (? )
A m anuscrip t copy by one o f th e  P la  b ro th e rs  i s  l i s t e d  as 
Tre t r i i  a f l a u t i  t r a v e r s i  in  v a r io u s  sources and i s  in  th e  K arlsru h e  
B adische L a n d e sb ib lio te k , K a rls ru h e , West Germany. The p ie c e s  do no t
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appear to  be a s e t  o f  th re e  com posit ions , bu t r a t h e r ,  th re e  se p a ra te  
p ie c e s ,  p o s s ib ly  by two d i f f e r e n t  composers. They bear ca ta lo g u e  
numbers 740, 741, and 742. Number 740 i s  e n t i t l e d  Trio  ex C due 
f l a u t i  t r a v e r s i  e b a s so , number 741 T r io  ex D mol due f l a u t i  
t r a v e r s i  e b a s s o , both  w ith  the  i n s c r ip t io n  " s e l  S ig r .  P la"  and 
w r i t t e n  in  the  same hand, but number 742 i s  in  a d i f f e r e n t  hand and 
b ea rs  no t i t l e  page, which has p robab ly  been l o s t .  The in d iv id u a l  
p a r t s  of number 742 have the  names oboe o b l i g a t o , v i o l i n i o  o b l i ­
g a to , and c e l l o  o b l ig a to  and each have appended "d e l  S ig r .  P la ."  
These works, c o l l e c t i v e l y ,  a re  r e f e r r e d  to as  P la /K a r ls ru h e ,  T r io s  
I ,  I I ,  and I I I ,  r e s p e c t i v e l y .  T r io  I I I  i s  a t ru e  t r i o ,  i . e . ,  i t  
c o n s i s t s  of th r e e  se p a ra te  and equal p a r t s ,  whereas T r io s  I  and I I  
appear to  be t r i o  sona tas  w ith  a bass  p a r t  to  be r e a l i z e d  a t  the  
keyboard .
The movements, m e te rs ,  and keys a re  as fo llow s:
I  A lleg ro  non p r e s t o ,  6 /8 ,  C I I I  A llegro  m olto ,
A l l e g r e t t o ,  3 /4 ,  C D minor
(Only 2 movements) Andante, 3 /4 ,  F
I I  L a rg e t to ,  f s i c l ,  2 /4 ,  D minor 
L a rg e t to ,  4 /4 ,  G 
A lle g ro ,  3 /8 ,  D minor
A llegro  a s s a i ,  3 /8 ,  F
Based on the  f a c t  t h a t  th e se  t r i o s  a re  in  two d i f f e r e n t  
hands, and the  f a c t  th a t  th e re  e x i s t  s t y l i s t i c  d i f f e r e n c e s ,  i t  can 
be p o s tu la te d  t h a t  T rio  I I I  i s  by a d i f f e r e n t  composer than T r io s  
I  and I I .  Because both  Juan and José  Pla t r a v e l l e d  in  Germany and, 
s p e c i f i c a l l y ,  spent time in  S t u t t g a r t  (see  page 4 7 ) , i t  i s  p o s s ib le
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th a t  bo th  o f them l e f t  com positions in  Germany, They may even have 
v i s i t e d  K a rls ru h e , which i s  on ly  some fo r ty  m ile s  to  th e  no rthw est 
o f S t u t t g a r t ,  and l e f t  t h e i r  m an u scrip ts  in  th a t  c i t y .
T r io s  I  and I I  have an u n fig u red  bass  p a r t  th a t  conce ivab ly  
could  be r e a l i z e d ,  fo r  i t  has many re p e a te d  n o te s  and ten d s  to  be 
s t a t i c .  The p a r t  i s  sim ply marked b a sso , a lth o u g h  i t  o c c a s io n a lly  
has a m elodic fragm en t, a s c a le ,  o r an a rp e g g io . The b a ss  p a r t  of 
T rio  I I I  s p e c i f i c a l ly  c a l l s  fo r  th e  c e l lo  in s tru m en t and i s  con­
s id e ra b ly  more m elodic than  th e  bass  p a r t s  o f T r io s  I and I I .  I t  
should be p o in ted  o u t th a t  t h i s  d if f e re n c e  in  the  b ass  p a r t s  them­
se lv e s  i s  th e  most obvious d i s s im i la r i ty  between T r io s  I  and I I ,  
and T rio  I I I ,
The s ty le s  o f th e  th re e  t r i o s  show some s i m i l a r i t i e s ,  bu t 
a lso  b a re  a few d i f f e r e n c e s .  The movements o f T rio  I I I  a re  some­
what longer than  th e  o th e r  t r io s #  A ll th re e  p ie c e s  sh are  in  common 
a lo ose  o rg a n iz a tio n  o f m elod ic  m a te r ia l ,  i . e . ,  th e  numbers of 
themes and th e i r  r e p e t i t i o n  v ary  w idely  w ith in  a movement; they  
share  a lso  c le a r  to n ic -d o m in an t r e l a t io n s h ip s .  S t r u c t u r a l ly ,  the  
movements range from being through-com posed to  being  in  b in a ry  
form in  two re p e a te d  s e c t io n s .
B inary  movements in  two re p e a te d  s e c t io n s  a re  found on ly  in  
T rio  I  (b o th  movements) and th ey  e x h ib i t  an in te r e s t in g  s tru c tu re #  
Movement one o f T rio  I  c o n s is t s  of a s e r ie s  o f e x p o s it io n s  of 
themes a l t e r n a t in g  between th e  f i r s t  and second f l u t e  p a r ts #  The 
s t ru c tu re  o f the  movement i s  as fo llo w s:
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I A X y z— B I I  .  C p q r — -B' I
I '  I  I . — V ...V  *11 * V V—- I - - I  *1 (Upper case
l e t t e r s  in d ic a te  
longer them es.)
Note t h a t  th e  on ly  m a te r ia l  from th e  f i r s t  s e c t io n  to  reap p ea r in  
th e  second i s  th e  c lo s in g  melody o f each sec tio n *  The g e n e ra l form 
o f t h i s  movement can be o u t l in e d  a s  j: X— A :||:Y -—A : | .
The s t r u c tu r e  o f th e  second movement o f  T rio  I  i s  as
fo llo w s :
I A t r a n s .  B i i  x t r a n s .  A t r a n s .  B coda i• I  i - v  V *11’ i i  V 1------- 1------------------- 1 *1
The new m a te r ia l  (x ) b e a rs  no r e l a t io n s h ip ,  th e m a tic a l ly ,  to  any 
o th e r  m elod ies  in  th e  movement. In  i t s e l f ,  t h i s  i s  no t o u t o f the  
o rd in a ry .  The in te r e s t in g  phenomenon i s  th a t  a m odula tion  to  the  
m inor su p e r to n ic  key o ccu rs  j u s t  a f t e r  th e  double b a r .  As shown 
in  Example 36 , a m odulation  to  th e  dom inant, G m a jo r, o ccu rs  p r io r  
to  th e  double b a r .  G m ajor becomes G m inor ( th e  subdominant o f D) 
a f t e r  th e  double bar and th e  m odu la tion  to  0 m inor ta k es  p la c e  in  
th e  second b ar a f t e r  th e  double b a r .  The m odula tion  to  th e  su p er­
to n ic  a t  t h i s  p o in t in  th e  movement i s  u n ty p ic a l o f c l a s s i c a l  
s t y l e .
A ll th re e  movements o f T rio  II  a re  through-com posed. The
s t r u c tu r e  o f  each  movement c o n s is ts  o f m elodic m a te r ia l  th a t  i s
s t a t e d ,  sequenced-developed , and then  l e f t  fo r  e x p o s it io n  of new 
m a te r i a l .  The sequencing and develop ing  o f themes co n tin u es  fo r  
s e v e ra l  b a r s ,  len d in g  a q u a s i-F o rtsp in n u n g  co m positional q u a l i ty






Example 36 . P la /K a rls ru h e , T rio  I ,  2nd movement, double b a r ,  
2nd f l u t e  ta c e t
to  th e se  movements. The m elodies w ith in  one movement a re  s im i la r ,  
th u s , th e  g e n e ra l im petus rem ains the  same th ro u g h o u t.
In  T rio  I I I ,  th e  movements a re  no t through-com posed. Move­
m ents one and two c o n ta in  th re e  d i s t i n c t  m elodic id e as  th a t  a re  
exposed , sequenced-developed ,and  then  r e s ta te d  in  th e  to n ic  n ea r 
the  end o f th e  movement. Movement th re e  i s  in  a p e c u lia r  form:
A t r a n s  B A
i  i  1 I  I
The s e c t io n  in  m ajor i s  approxim ately  tw ice as  long as  the  one in
m ino r. With re s p e c t  to  key scheme, the  s t ru c tu re  i s  b in a ry , how­
e v e r , th e m a tic a l ly , the  s t ru c tu re  i s  te rn a ry .  This i r r e g u la r
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p ra c t ic e  i s  notew orthy in  i t s e l f ,  b u t added to  the  i r r e g u l a r i t i e s  
o f form in  T r io s  I  and I I  causes t h i s  s e t  o f p ie c e s , s t r u c tu r a l ly ,  
to  be among the  most unusual in  the  e n t i r e  r e p e r to i r e  o f Spanish 
chamber m u sic . R e la tiv e  to  normal c l a s s i c a l  form s, th e se  p iece s  
share  few c h a r a c t e r i s t i c s .
A d d itio n a l f a c to r s  o f s ty le  th a t  the  th re e  t r i o s  have in  
common in c lu d e  a l te r n a t io n  o f m elodic m a te r ia l  between t r e b le  
p a r t s ,  e x te n s iv e  use o f p a r a l l e l  th ird s  and s ix th s ,  avoidance of 
c o u n te rp o in t, and a d ia to n ic  harmonic v o cab u la ry . T rio  I I I  has 
sev e ra l in te r e s t in g  q u a l i t i e s  no t dem onstrated  in  T r io s  I and I I ,  
and i t  appears co m p o sitio n a lly  to  be more s o p h is t ic a te d .  Less 
sta tem en t and re s ta te m e n t o f m elodic m a te r ia l ,  g r e a te r  in te g ra ­
t io n  of l in e s  among th e  th re e  p a r t s ,  and a more re f in e d  fe e lin g  
fo r  m elodic l in e  a l l  c o n tr ib u te  to  t h i s  g re a te r  sense o f f in e s s e .  
Compare Example 37 , taken  from T rio  I ,  movement one, and Example 
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Example 37 . P la /K a r ls ru h e , T rio  1 , 1 s t movement, b a rs  1-12
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Example 38 . P la /K a r ls ru h e , T rio  I I I ,  2nd movement, b a rs  1 -8 , 
v io l in  p a r t  t a c e t
w ell worked ou t c a n ta b i le  l in e  and th e  n o n - l i t e r a l  r e p e t i t i o n  o f 
m elodic m a te r ia l  w ith in  the  p h ra s e . Example 37 i s  l e s s  e x p re ss iv e  
and does r e p e a t  i t s e l f  i n t e r n a l ly .  The f in a le  o f T rio  I I I  i s  o f 
th e  Haydn p r e s to - f in a le  type (s e e  Example 3 9 ) . In  Example 39 , n o te  
th e  co n c isen ess  o f the  them e. I t  c o n s is t s  o f a tw o-bar ph rase  
which c o n ta in s  a r e s t  on th e  l a s t  b e a t o f th e  second b a r .  T h is
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Example 39 . P la /K a r ls ru h e , T rio  I I I ,  3 rd  movement, b a rs  1-8
p h rase  i s  im m ediately  sequenced , th en  i s  fo llow ed  by a  fo u r-b a r  
p h rase  made up of th e  m a te r ia l  from th e  tw o-bar p h ra se s , b u t w ith  
th e  r e s t  o m itte d . T h is g iv e s  a tw o -p lu s - tw o -p lu s -fo u r-b a r  p h ra se . 
S tru c tu re s  o f t h i s  n a tu re  appear commonly in  H aydn's works ( e . g . ,  
S tr in g  Q u arte t in  M ajor, Op, 33 , No. 2 , fo u r th  movement). The 
ra p id  m otion perm eates th e  movement in  th e  P ia  com position .
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Both movements o f T rio  I  appeared  as  Sonata V in  an 
e ig h te e n th -c e n tu ry  e d i t io n  by P la ,  (? )  e n t i t l e d  S ix  S onatas fo r  
Two Hobovs & a B ass, o r  Two V io lin s  German F lu te s  and B ass, 
p u b lish ed  by Longman, Lukey & Co. The m anuscrip t and th e  Longman- 
Lukey v e rs io n  a re  i d e n t i c a l ,  in c lu d in g  th e  o d d ity  o f th e  f a c t  th a t  
i t  co n ta in ed  only  two movements* (See pages 177ff* fo r  f u r th e r  d i s ­
c u ss io n  o f th e se  s o n a ta s .)
A ll th re e  movements o f T rio  111 of th e  P la /K a rls ru h e  
p ie c e s  ap p eared , w ith  some m o d if ic a t io n , a s  Sonata 11 in  th e  works 
to  be co n sid e red  n e x t—S ix  S on a tas  f o r  Two German F lu te s»  V io lin s  
o r  Hautboys w ith  a Bass fo r  th e  H arpsichord  o r V io lo n c e llo , pub­
l is h e d  by J .  Hardy* Example 40 shows th e  beg inn ing  of T rio  111, 
f i r s t  movement* I t  c o n ta in s  two unusual c h a r a c te r i s t i c s  n o t seen 
in  o th e r  P la  co m positions: a long h e ld  n o te  in  th e  t r e b le  v o ic e s
and a b ass l in e  th a t  c o n ta in s  th e  melody* The concept i s  baroque, 
bu t th e  p e r io d ic  n a tu re  o f th e  melody in  th e  bass  i s  c l a s s i c a l .  
(Examples 39 and 40 should  be compared w ith  Examples 42 and 41 , 
r e s p e c t iv e ly .  The l a t t e r  dem onstrate  th e  manner in  which the  
P la /K a r ls ru h e , T rio  111 p ie c e s  appeared  in  th e  p u b lish ed  v e rs io n  of 
J* H ardy.)
In  a s s e s s in g  th e se  com positions by P la  i t  i s  no t p o s s ib le  
to  determ ine e n t i r e ly  i f  th e  t r i o s  a re  by one o r by two au thors*  
D ating  o f the  p ie c e s  can only  be approxim ated , bu t i t  i s  c e r ta in  
th a t  they  were w r i t te n  p r io r  to  1771 (see  below and page 177).
The works them selves show some c h a r a c te r i s t i c s  which a re  a t  
v a r ia n c e  w ith  th e  g e n e ra l s ty le  o f th e  period*  P r im a rily  th e
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Example 40 . P la /K a rls ru h e , T rio  I I I ,  1 s t movement, b a rs  1-13
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form al s t ru c tu re s  o f a l l  th e  movements a re  q u ite  ou t o f c h a ra c te r  
w ith  th e  C la s s ic a l  P e rio d , i . e . ,  th e  th re e  through-composed move­
m ents o f  T rio  I I ,  th e  odd b in a ry  s t r u c tu r e s  of T rio  I ,  and th e  
p e c u lia r  form of th e  l a s t  movement o f T rio  I I I .  T rio  I  having 
on ly  two movements, a lthough  n o t ex trem ely  u n u su a l, was 
uncommon p ra c t ic e  in  the C la s s ic a l  P e rio d . In  the  re s p e c t of 
p e r io d ic  p h ra s in g , homophonie te x tu r e ,  and d ia to n ic  harm onies, 
th e  works a re  co n v en tio n a l.
S ix  Sonatas fo r  Two German F lu te s .  V io lin s  o r Hautboys w ith  a Bass 
fo r  th e  H arpsichord  or V io lo n c e llo , by P la , ( ? ) ,  and P la , (? )
T h is com position was p u b lish ed  by J .  Hardy a t  the  Lamp and 
H arp, and accord ing  to  B r i t i s h  Union C atalogue was p u b lish ed  c a . 
1770.^ These so n a ta s  a re  r e f e r r e d  to  as S onatas/H ardy. The t i t l e  
page b e a rs  the  in s c r ip t io n  by " S ig r s .  P l a 's , "  a f a c t  d iscu ssed  on 
page 153. C o m p o sitio n a lly , th e se  p ie c e s  show l i t t l e  o r i g i n a l i t y ,  
(ex cep t fo r  Sonata I I ,  which i s  very  s im ila r  to  P la /K a rls ru h e ,
T rio  I I I ) .  For t h i s  re a so n , th e se  com positions w i l l  no t be d i s ­
cussed  in  g re a t  d e t a i l .
The movements, m eters  and keys a re  as fo llo w s:
I Andante, 3 /4 ,  C IV A lle g re t to ,  2 /4 , F
C an tab ile  s o s te n u to , 4 /4 ,  F L a rg h e tto , 3 /4 ,
A l le g r e t to ,  3 /8 ,  C A lle g re t to ,  3 /4 , F
I I  A lle g ro , <ÿ, D minor 
A ndante, 3 M , F 
A lle g ro , 3 /8 ,  D minor
I I I  A l le g r e t to ,  3 /4 , F
A ndante, 3 /4 ,  D minor 
A lle g ro , 3 /4 ,  F
V A lle g ro , 2 /4 , G
Andante, 6 /8 , 0 minor 
A lle g ro , If, G
VI A lle g ro , 2 /4 , E minor 
Andante, 3 /4 , G 
A lle g ro , 3 /8 , E minor
B r i t i s h  Union C ata lo g u e , 2 :678 .
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Examples 41 and 42 show th e  beg inn ings o£ movements one 
and th r e e ,  r e s p e c t iv e ly ,  o f Sonata I I ,  S o n a ta s /Hardy. The 
s i m i l a r i t i e s  between th e se  examples and Examples 40 and 39 a re  
ob v io u s . The c u rio u s  f a c t  Is  th a t  th e  f i r s t  movement o f th e  P la /  
K arls ru h e  work (Example 40) I s  a p p a re n tly  more complex than  th e  
co rresp o n d in g  movement in  th e  S o n a tas /Hardy (Example 4 1 ) , w hereas 
th e  t h i r d  movement of th e  S o n atas/Hardv (Example 42) I s  c o n s id e r­
ab ly  more com plicated  than  the  th i r d  movement of the  P la /K a rls ru h e
Allegro 
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Xk.
Example 4 1 . P la ,  S o n a ta s /H ardy . Sonata  I I ,  1 s t  movement, 
b a rs  1-14
work (Example 3 9 ) .  The m iddle movement o f th e  P la /K a rls ru h e  
so n a ta  i s  much lo n g er th an  th e  S o n a tas /H ardy v e r s io n ,  and i s  more 
I n t r i c a t e l y  w r i t t e n ,  (The m a te r ia l  quoted  in  Example 38 does no t 
appear a t  a l l  in  th e  p u b lish ed  v e r s io n .)  In  t ry in g  to  make a deter*  
m in a tio n  concern ing  which v e rs io n  o f th e se  two so n a ta s  was w r i t te n  
f i r s t ,  th e re  can be no c le a r  c o n c lu s io n .
The f i r s t  movement o f Sonata  I ,  and a l l  movements of 
S onatas IV, V, and VI a re  through-com posed p ie c e s ,  which c o n s is t  
o f c h a in s  o f m elo d ies  p layed  a l t e r n a t in g ly  between th e  two t r e b le  
p a r t s .  The t r e b le  p a r t s  r a r e ly  p lay  to g e th e r .  Sonata I I ,  move­
ment th r e e ,  and S onata  I I I ,  movement one- a re  both  in  rondo form , 
(N ote th a t  the  form er of th e se  i s  an a d a p ta tio n  o f the  P la /
K arlsru h e  T rio  I I I .  As d iscu ssed  on page 163, th e  th i r d  movement 
o f T r io  I I I  was a com bination  of b in a ry  and te rn a ry  fo rm s. In  
th e  S o n a tas /Hardy v e rs io n  th e  key s t r u c tu r e  i s  the  same, bu t th e
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
173
Allegro
•  •  •  • •  •  •
I W s f r r r r n ' ...- = ? = 5 = £ £ £ £ t 1
1st
1 11 j_ 3
'm  ' M -------- I T  "■
 ^ *4 L' .1 ,1J
2nd
—------0 ---- =----- — w i r






Example 42 . P la ,  S o n a ta s /Hardy» Sonata I I ,  3 rd  movement, 
b a rs  1-8
th em atic  arrangem ent i s  th a t  o f rondo fo rm .) A ll o th e r  movements 
o f th e  S o n a ta s /Hardy a re  b in a ry  forms in  two re p e a te d  s e c t io n s .
The so n a tas  as a whole a re  n o t in te r e s t in g  to  perform  or 
to  be h e a rd . R egular p h ra s in g , freq u e n t cad en ces , th e  d iv e rs e -  
n o te -v a lu e  c o n cep t, and s e q u e n tia l ex ten s io n  o f them atic  m a te r ia l  
c o n s t i tu te  «.he prim ary co m p o sitio n al d e v ic e s . L i t t l e  u se  i s  made 
o f  chrom aticism  o r o f fo re ig n  m o d u la tio n s , and the  bass employs 
many re p e a te d  n o te s  and A lb e r t i-b a s s  accom panim ents.
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S ix  S o n a ta s  fo r  Two German F lu te s  o r V io lin s  composed In  a 
P le a s in g  and A greeable S ty le , by P la ,  Juan B a u tis ta  (? )
The o n ly  work by the  P la  b ro th e rs  in  modern e d i t io n  i s  a 
r e p u b l ic a t io n  o f a s e t  of so n a ta s  o r ig in a l ly  e n t i t l e d  S ix  Sonatas 
fo r  Two German F lu te s  o r V io lin s  Composed in  a P leasin g  and 
A greeab le  S ty l e , by S ig r .  P la ,  London, 1770, p r in te d  by R ichard  
B r id e . The German p u b lish in g  firm  of B, S cho tt Sohne rep u b lish ed  
th e se  works (se e  page 153). No changes were made in  th e  modern 
e d i t io n  and th e se  works a re  r e f e r r e d  to  as  S o n a ta s /S c h o tt .
Follow ing a re  the  movements, m eters  and keys:
I  A lleg ro  m oderato , 2 /4 , D IV A lleg ro  m aestoso , 2 /4 , C
A ndante, 2 /4 , G A ndante, 2 /4 , A minor
M in u e tto , 3 /4 ,  D M inuet, 3 /4 ,  C
I I  A lleg ro  c a n ta b i le ,  2 /4 , G V A lleg ro  c a n ta b i le ,  2 /4 , G
A ndante, 3 /8 ,  G A ndante, 2 /4 , G
M in u e tto , 3 /4 ,  G M inuet, 3 /4 ,  G
I I I  V iv ace , 2 /4 , B minor VI P re s to , 6 /8 , G
A ndante, 2 /4 ,  D A ndante, 2 /4 , C
M in u e tto , 3 /3 ,  B minor M inuet, 3 /4 ,  G
S t y l i s t i c a l l y  th e se  d u e ts  a re  in te r n a l ly  h ig h ly  c o n s is te n t .  
A ll f i r s t  and second movements a re  b in a ry  in  two re p e a te d  sec ­
t i o n s ,  w ith  th e  ex cep tio n  of th e  second movement of Sonata V, which 
i s  t e r n a r y .  The g e n e ra l s t ru c tu re  fo r  th e se  i s  as fo llo w s:
A t r a n s .  A BI A B II  t r a n s .  A  . i
I I ---- V ' I I '  V V 1 I --------"I
T his s t r u c tu r e  conforms to  c l a s s i c a l  sonata  t r a d i t i o n .  Approaches 
to  th e  cadence a t  th e  end of each s e c tio n  a re  id e n t ic a l  excep t fo r  
k ey .
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The m elod ies adhere to  th e  d lv e rs e -n o te -v a lu e  concept w ith  
g re a t  u se  o f d o tte d  f ig u r e s  and a l t e r n a t io n  o f d u p le ts  and t r i p ­
l e t s .  R egular p h rase  le n g th s  w ith  an teced en t/co n seq u en t p h ra ses  
a re  common. S taggered  e n tra n c e s  o f  m elodic m a te r ia l  between p a r t s  
e x i s t  to  a  l im ite d  d eg ree , c re a t in g  p a r a l l e l  th i r d s  o r  s ix th s  in  
th e  p ro c e s s .  The use  o f p a r a l l e l  t h i r d s  and s ix th s  i s  q u i te  
coianon, th u s  making th e  second p a r t  n o t e n t i r e ly  su b se rv ie n t to  
th e  f i r s t .




Example 43 . P la ,  S o n a tas /S c h o tt ,  Sonata  I I ,  1 s t movement, 
b a rs  1-9




Example 44 . P la ,  S onatas/S c h o t t ,  Sonata  IV, 2nd movement, 
b a rs  1-8
Chrom aticism  i s  used s p a r in g ly , bu t m o d u la tions to  keys o th e r  
th an  th e  dominant do e x i s t .  One n o ta b le  p e c u l i a r i ty  o f th e se  
works i s  seen  in  some of th e  c a d e n t ia l  p a t te r n s  e i th e r  a t  th e  
double bar o r a t  th e  ends o f some movements. In  approx im ately  
o n e -q u a rte r  o f th e  movements, a s  p a r t  o f th e  f i n a l  cadence th e re  
i s  a m elodic p a t te r n  re p e a te d  two o r th re e  tim es a f t e r  th e  s tro n g  
cadence of V -I (se e  Example 4 5 ) . The m elodic p a t te r n  i s  d i f f e r ­
e n t fo r  each movement.
T r io s  o f the  m inuets appear in  the  fo llo w in g  keys: the
subdom inant, th e  r e l a t i v e  m ino r, th e  p a r a l l e l  m inor, o r th e  m ajor 
m ed ian t. T h is  wide d iv e r s i ty  o f keys i s  uncommon.






Example 45 . P la ,  S e n a ta ^ S c h o tt ,  S onata  V I, 1 s t movement, 
b a rs  13-15
For a perfo rm er o f e i t h e r  th e  oboe, f l u t e ,  o r  v i o l i n ,  
th e se  d u e ts  p re s e n t no te c h n ic a l  p rob lem s. F a s t ru n s ,  wide le a p s , 
and v i r t u o s ic  d is p la y s  a re  av o id ed .
In  v i r t u a l l y  every  r e s p e c t  th e se  so n a ta s  have a l l  th e  
t r a i t s  o f th e  c l a s s i c a l  e r a .  The o n ly  p o s s ib le  in c o n s is te n c y  
w ith  c l a s s i c a l  s ty le  i s  th e  wide ch o ice  o f  keys seen in  th e  t r i o s  
o f m inuet movements.
S ix  S onatas fo r  Two Hoboys, & a B ass, o r Two V io lin s  German F lu te s  
and B ass , by P la ,  (? )
T his com position  by P la  e x i s t s  in  two p r in te d  e d i t io n s
which a re  id e n t ic a l  save fo r  th e  t i t l e  pag e . The e a r l i e r  was
" P r in te d  and so ld  by Longman, Lukey, & C o ., No. 26 Cheap-
s id e ."  The firm  had t h i s  ad d ress  from 1769-71, so i t  was during
g
t h i s  tim e o r b e fo re  th a t  th e  p ie c e s  were w r i t t e n .  The second
8G rove' s , s .v .  "Longman and B ro d e r ip ."
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is su e  o f th e  work, which b e a rs  a h ig h e r p r i c e ,  i s  s u b t i t l e d  " 1 s t  
S e t ,"  and was p u b lish ed  by Longman & B ro d e rip , 26 Cheapside* A 
c o r re c t io n  in  th e  s p e l l in g  of th e  composers name was made in  th e  
second is s u e ,  ap p earin g  as  " P la 's "  in  th e  f i r s t ,  and as  "P la "  in  
th e  second . Both have th e  s in g u la r  t i t l e  " S ig r ."  b e fo re  th e  l a s t  
name. These so n a ta s  a re  r e f e r r e d  to  as  S onatas/Longman.
The movements, m e te rs , and keys a re  as  fo llo w s:
I  A lle g ro , 2 /4 , F IV A lleg ro  non ta n to ,  2 /4 , G
A ndante, 3 /4 ,  B^ G raz io so , 3 /4 ,  C
A lle g ro , 3 /8 ,  F A lle g ro , 3 /4 ,  G
IX A lle g ro , 2 /4 ,  G V A lleg ro  non p r e s to ,  6 /8 ,  C
A ndante, 3 /4 ,  D A l le g r e t to ,  3 /4 ,  C
A lle g ro , 3 /8 ,  G (Two movements o n ly )
I I I  A l le g r e t to ,  2 /4 ,  C VI A l le g r e t to ,  2 /4 ,
A ndante, 2 /4 ,  F A ndante, 2 /4 , C m inor
P r e s to ,  (J, C A lleg ro  ma non ta n to ,  3 /8 ,  Eb
Sonata  V appeared a s  T rio  I ,  P la /K a r ls ru h e , and was d iscu ssed  on 
pages 161-162• Note th a t  t h i s  i s  th e  on ly  so n a ta  w ith  two move­
m en ts .
The s t r u c tu r e s  encoun tered  in  th e se  s ix  so n a ta s  in c lu d e  
seven id e n t i f i a b le  fo rm s. T h is i s  th e  la r g e s t  number o f d i f f e r e n t  
form s seen in  any P la  co m p o sitio n . T able 1 shows th e  forms which 
appear in  th e se  so n a ta s , and th e  movements in  which they  a re  found. 
The v a r ie ty  o f s t r u c tu r e s ,  in  a d d it io n  to  t h e i r  in c o n s is te n t  a p p l i ­
c a t io n  to  slow and f a s t  movements, i s  co n sid e red  a s ig n i f ic a n t  
a sp e c t o f th e se  w orks. No reaso n  can be p o s tu la te d  fo r  t h i s  g re a t  
d iv e r s i t y .



































FORMS OF SONATAS/LONGMAN. BY PLA (? )
Form No. Sonata No. Movement and T i t l e S tru c tu re  and Key Scheme
1 I 1 A lleg ro 1 : A B II A A B l a
IV 1 A lleg ro  non troppo 1 I — v - . . .  II
2 I 2 Andante
I I I 3 P re s to Rondo form
VI 1 A lle g re t to
3 V b 1 A lleg ro  non p re s to 1 Axyz------B II
IV 3 A lleg ro 1 *1—V— — II V -v ario u s  k ey s—I  1
4 I I 2 Andante A B A BI I 3 A lleg ro
I I I 2 Andante
5 I I 1 A lleg ro
I I I 1 A lle g re t to V (o r  I ) —IIV 2 G razioso
6 I 3 A lleg ro
VI 1 A lle g re t to Through-composed
VI 3 A lle g ro , ma non ta n to
7 V C 2 A lle g re t to 1 A t r a n s .  B I I . X  t r a n s .  A B coda
1 *I I«-V —— 11*
*Keys shown in  t h i s  and o th e r  ta b le s  a re  on ly  th o se  which a re  f irm ly  e s ta b l i s h e d .  B rie f  and tran* 
s ie n t  m odu la tions a re  o m itte d . T r a n s i t io n a l  m a te r ia l ,  u n le s s  in te g r a l  to  th e  s t r u c tu r e ,  i s  a lso  
o m itte d .
b rh is  movement was d iscu ssed  on page 134. ^T his movement was d iscu ssed  on page 135.
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P e r io d ic i ty  i s  ev id en t in  th e  movements in  Form Numbers 
1 , 2 , 4 ,  and 7 , above. Form Numbers 3 , 5 ,  and 6 have i r r e g u la r  
and ov erlap p in g  p h ra s e s . Themes a re  connected  by t r a n s i t i o n a l  
m a te r ia l ,  and themes them selves a re  su b jec te d  to  a developm ental 
p ro cess  by th e  r e p e t i t io n  and sequencing o f m elodic frag m en ts . 
T h is  procedure ten d s  to  appear th roughou t a movement g iv in g  th ese  
p ie c e s  a q u a s i-F o rtsp in n u n s e f f e c t ,  o r con tinuous m otion in  a l l  
p a r t s .  This "busy" q u a l i ty  a p p l ie s  e s p e c ia l ly  to  f a s t  movements. 
Example 46 d em onstra tes  th e  ty p ic a l  beginn ing  o f a f i r s t  movement 
(alw ays a f a s t  movement). Note th e  d iv e rs e -n o te -v a lu e  concept
Allegro
bass
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m ;
Example 46 . P la , S o n a tas/Longman, Sonata I ,  1 s t movement, 
b a rs  1-6
and th e  use o f p a ra l le l is m  in  th e  t r e b le  p a r t s .  The b ass  p a r t  is  
c a r e f u l ly  f ig u re d  and cou ld  e a s i ly  be r e a l iz e d  by a s k i l l e d  key­
board p la y e r .  The c le a r  s ix -b a r  p h rase  may a ls o  be n o te d .
Slow movements a re  d e l ib e r a te  works w ith  w ell-w orked o u t 
m elodic l in e s  and o rnam en tation  (see  Example 4 7 ) . T h is  example 
d is p la y s  an uncommon case  o f ch rom atic ism . The N eap o litan  s ix th  
chord in  th e  second b a r o f th e  example p ro g re s se s  to  th e  sub­
dominant in s te a d  o f moving d i r e c t ly  to  the  dominant t r i a d ,  as i s  
the  more common p ro ced u re . The a l te r n a t io n  o f m elodic m a te r ia l  
between p a r ts  i s  no t uncommon in  th e se  so n a ta s . Note th e  i r r e ­
g u la r i t y  o f the  p h ra s e s , ty p ic a l  o f  through-com posed movements in  
th e se  w orks.
F in a le s  a re  o f  the  Haydn p r e s to - f in a le  ty p e . The movements 
a re  made up o f a s e r ie s  o f s h o r t ,  choppy p h ra ses  which a re
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Andante



















Exançle 4 7 , P la ,  Sonatas/Longm an, S onata V I, 2nd movement, 
b a rs  1-17
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re p e a te d  s e v e ra l  tim e s . A ll bu t one o f th e  f in a le s  i s  in  t r i p l e  
m e te r . Example 48 i s  a ty p ic a l  beg inn ing  of a f i n a l e .  A gain , th e  
p a r a l l e l  th i r d s 'a n d  a l t e r n a t io n  o f p a r t s  between th e  two t r e b le  
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Example 43 . P la ,  S o n a tas /Longman, Sonata I I ,  3 rd  movement, 
b a rs  1-17
The ha*, .onic v o cabu lary  i s  co n v en tio n a l; m odulations to  
c lo s e ly  r e la te d  keys a re  common, p a r t i c u la r ly  m inor k ey s . F ree 
u se  o f chrom atic ism  (ex cep t a s  no ted  above) i s  q u ite  l im ite d .  As 
can be seen in  th e  above exam ples, harmonic rhythm i s  slow and 
homophonie te x tu re  p red o m in a tes . R epeated n o te s  in  th e  bass  p a r t  
a re  common.
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The w r it in g  fo r  th e  t r e b le  in s tru m en ts  i s  n o t d i f f i c u l t ,  
te c h n ic a l ly .  The p a r t s  do n o t go h igh  and f a s t  n o te  passages a re  
n e a r ly  always e i th e r  s c a le s  o r  a rp e g g io s . T r i l l s  and ornam enta­
t io n s  o f o th e r  v a r i e t i e s  a re  p l e n t i f u l ,  p a r t i c u l a r ly  in  slow 
movements.
W ithout having  a l l  th e  earm arks of th e  C la s s ic a l  P e rio d , 
th ese  so n a ta s  a re  c l a s s i c a l  in  e f f e c t ,  th a t  i s ,  th e  i r r e g u l a r i t i e s  
of th e  form al s t r u c tu r e s  and th e  freq u e n t la c k  o f c le a r  ph rasing  
a re  n o t p a r t  o f th e  c l a s s i c a l  v o cab u la ry , b u t the  o v e ra l l  impetus 
of th e  m usic i s  t h a t  o f th e  type  from th e  C la s s ic a l  P e rio d . The 
extrem e "busyness" o f th e  f i r s t  movements seems to  be a P la -  
Spanish c h a r a c t e r i s t i c  t h a t  c a r r ie d  over from th e  Baroque P e rio d .
In  an assessm ent o f  a l l  th e se  conqiositlons by th e  P la  
b ro th e r s ,  th e  f i r s t  o b se rv a tio n  to  be made i s  th a t  s p e c i f ic  com­
p o sers  o f in d iv id u a l works cannot be made w ith o u t f u r th e r  in v e s ­
t i g a t io n .  S ty le  d if f e r e n c e s  among d i f f e r e n t  s e ts  o f p ie c e s  were 
n o te d , bu t t h i s  i s  n o t s u f f i c i e n t  ev idence to  p o in t o u t in d iv id u a l 
com posers. The g e n e ra l s ty le  e x h ib ite d  draws la rg e ly  from th a t  
of th e  e a r ly  C la s s ic a l  P e r io d , and , in  t h i s  r e s p e c t ,  th e  P la  
b ro th e rs  were c l a s s i c a l  com posers.
The Music o f Juan O liv e r Y A storga
Six Sonatas fo r  Two German F lu te s  o r  Two V io lin s  and a B ass. Dedi­
ca ted  to  the  R igh t Honourable E a rl o f Abingdon, Opera I I I ,  by John 
O liv e r y A storga
No p u b lis h e r  i s  g iv en  on th e  t i t l e  page o f t h i s  com position , 
but th e  in s c r ip t io n  "To be had of th e  au tho r s t  M rs. V a c in 's  S t .
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A lb a n 's  s t r e e t  P a l l  M all and a t  Mr. B re n n e r 's  m usic shop in  th e  
S tran d ” i s  g iv en  th e r e .  R obert Bremner (1713-1789) was a S c o tt is h  
m usic p u b lis h e r  who moved h is  b u s in e ss  to  London in  1762, rem ain-
9
ing th e re  u n t i l  h is  d e a th . T hus, th e se  p ie c e s  may have been 
w r i t t e n  as  e a r ly  as 1762 o r as  l a t e  as  1789, th e  y ea r in  which 
B rem ner's  b u s in e ss  changed h an d s. The B r i t i s h  Union C atalogue 
g iv e s  a p u b lish in g  d a te  of c a .  1769.^^
The movements, m e te rs , and keys a re  as fo llo w s:
I  M oderato, 4 /4 , C IV A ndante, $ , F
A dagio, 3 /8 , F Adagio, 3 /4 ,  C
Tempo d i  m in u e tto , 3 /4 , C Tempo d i  m in u e tto , 3 /8 ,  F
I I  M oderato, 4 /4 , G V Andante non m o lto , 4 /4 ,  B^
bA dagio, 3 /4 ,  G A ndante, 3 /4 ,  FP r e s to ,  * ,  G Tempo d i  m in u e tto , 3 /4 ,  B
I I I  A lle g ro , 4 /4 , D VI A ndante, 6 /8 , F
A dagio, 3 /4 ,  G A lle g ro , 2 /4 ,  F
A lle g ro , 3 /4 , D M in u etto , 3 /8 ,  F
In  t h i s  group o f p ie c e s  Sonata  VI i s  s t y l i s t i c a l l y  some­
what d i f f e r e n t  from th e  o th e r  f iv e  so n a ta s , and th e re fo re  w i l l  be 
d isc u sse d  s e p a ra te ly  (se e  page 1 9 9 ) .  The re a d e r  may no te  th e  lack  
of r e g u la r i ty  in  th e  o rd e r of th e  movements w ith in  one so n a ta , 
i . e . ,  tempo in d ic a t io n s  a re  n o t c o n s is te n t  from one so n ata  to  th e  
n e x t .  L ikew ise , key r e la t io n s h ip s  among movements a re  n o t th e  
same fo r  a l l  s o n a ta s . Sonatas I I  and VI employ th e  same key fo r  
a l l  movements, and th e  o th e rs  employ th e  dominant o r  subdominant 
fo r  th e  m iddle movement.
9
Grove' s , s .v .  "Brem ner, R o b e r t .” 
^ ^ B r i t is h  Union C a ta lo g u e , 2 :742 .
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S t r u c t u r a l ly ,  a l l  movements excep t th o se  o f  Sonata  V I, 
can be o u t l in e d  by th e  fo llo w in g  two g e n e ra l form al c a te g o r ie s :
A B C—— (x ) 11 A Dev. A (C )— ( x ) , |  A-— :
'  I  V -----------  i r  V v a r io u s -I ------------  I '  I -----
»“——X
keys
F i r s t  and th i r d  movements f a l l  in  c a te g o ry  o n e , second movements 
in  c a te g o ry  tw o. The on ly  e x ce p tio n  i s  th e  t h i r d  movement o f 
Sonata V, which i s  a t ru e  m inuet and t r i o ,  ( I t  shou ld  be no ted  
th a t  fo u r of th e  s ix  so n a ta s  have m inuets  a s  th e  th i r d  movement.) 
M inuet movements g e n e ra l ly  have o n ly  one o r  two them es, and non­
m inuet Tiiovements may have as many a s  s ix .  The form o f c a teg o ry  
one c lo s e ly  resem bles th a t  o f  s o n a ta - a l lc g r o ,  b u t ca teg o ry -o n e  
movements do n o t have com plete r e c a p i tu l a t i o n s .  G e n e ra lly , o n ly  
th e  f i r s t  and l a s t  them e(s) r e tu r n  in  th e  to n ic ;  th e  second theme 
i s  r a r e ly  r e c a p i tu l a te d .  C ategory-one movements a re  c h a ra c te r iz e d  
by th e  p re sen ce  o f  t r a n s i t i o n s  se rv in g  to  connec t them es, and by 
th e  developm ent o f  one o r more th em atic  id e a s  fo llo w in g  th e  double 
b a r .  The t r a n s i t i o n s  may r e tu r n  in  th e  key o f th e  to n ic ,  a l t e r e d  
o r  u n a lte re d  (s e e  be low ), a s  p a r t  o f th e  r e c a p i tu l a t i o n .  G e n e ra lly , 
th e  t r a n s i t i o n a l  m a te r ia l  c o n s is ts  o f  s c a le s ,  a rp e g g io s , o r  s h o r t  
s e q u e n tia l  f ig u r e s .  Example 49 dem onstra tes  th e  beg inn ing  o f a 
ty p ic a l  ca teg o ry -o n e  movement:
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Example 49 . O liv e r y A sto rg a , S ix  S o n a ta s , Sonata I ,  1 s t  movement, 
b a rs  1-9
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Note th e  c le a r  p h rase  s t r u c tu r e ,  th e  im ita t iv e  (though non- 
c o n tra p u n ta l)  e n try  o f th e  second v o ic e , c re a t in g  p a r a l l e l  th i r d s ,  
and th e  g e n e ra l use  o f p a r a l l e l  m otion in  th e  t r e b le  p a r t s .  The 
t r a n s i t i o n a l  m a te r ia l  beg in s  in  bar fo u r o f  th e  exam ple. The 
s e q u e n tia l  tre a tm e n t may be n o ted  from th a t  p o in t to  th e  end of 
th e  exam ple. A ll o f  th e  c h a r a c t e r i s t i c s  dem onstrated  by t h i s  
example a re  ty p ic a l  o f  c a teg o ry -o n e  movements.
Follow ing th e  double b a r ,  th e  re s ta te m e n t o f  the  opening 
theme in  th e  dominant moves to  a developm ent s e c t io n . U su a lly , i t  
i s  th e  f i r s t  theme th a t  i s  developed . The fo llo w in g  exam ples show 
th e  ty p ic a l  s o r t  o f tre a tm e n t a theme u n d erg o es. Exançles 50a,
50b, and 50c a re  a l l  from S onata  V, f i r s t  movement, in  B^. Example 
50a i s  t-aken from th e  opening o f th e  p ie c e ; n o te  th e  c le a r  p e r io d ic  
s t r u c tu r e .  B ars f iv e  and fo llo w in g  r e s t a t e ,  w ith  some m o d if ica ­
t i o n ,  th e  f i r s t  fo u r b a r s .  Example 50b i s  tak en  from rough ly  
th e  m iddle o f  the  developm ent s e c t io n  o f th e  movement. (Not 
shown i s  th e  re s ta te m e n t o f th e  opening theme in  th e  dominant a f t e r  
th e  double b a r . )  Note how th e  b a s ic  rhythm of th e  d o tte d  q u a r te r  
and two s ix te e n th  n o te s ,  in s te a d  of coming on th e  downbeat, a s  i t  
d id  in  th e  e x p o s i t io n ,  has been s h i f te d ,  to  beg in  on th e  second 
b e a t o f th e  b a r .  The f r a c tu r in g  and s e q u e n tia l tre a tm en t th e  
m otive undergoes in  t h i s  example i s  ty p ic a l  o f O liv e r y A s to rg a 's  
tech n iq u e  in  b in a ry , non^n inuet movements. Example 50c shows the  
beg inn ing  o f th e  r e c a p i tu l a t i o n .  The opening four b a rs  of th e  
movement a re  re p e a te d  v e rb a tim  (b a rs  sev e n ty -th re e  to  s e v e n ty -s ix ) .








*[y ## I# ^#
ic l ü r r  f l t F +m £
«  n
^ I L T r - :  = ^
Example 50. O liv e r y A scorga, S ix  S o n a ta s . Sonata V, 1 s t move­
ment ( f i r s t  t r e b le  p a r t  o n ly ) ,  a) b a r s - 1 -5 , 
b) b a rs  62-66 , c) b a rs  73-84
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and th e n  t h i s  opening m o tiv e , a s  i t  appeared in  th e  developm ent 
(Example 5 0 b ), i s  b rough t b ack , w ith  some m o d if ic a tio n , in  th e  key 
o f th e  subdominant (E^ m a jo r ) .  In  th e  development i t  appeared  in  
th e  key o f  m a jo r, o r  th e  subdom inant o f F m a jo r, th e  c e n t r a l  
key o f th e  developm ent s e c t io n .  T hus, t h i s  m otive ap p ears  in  th e  
subdom inant r e la t io n s h ip  to  th e  su rround ing  m usic in  b o th  th e  
developm ent and r e c a p i tu l a t io n  s e c t io n s .
Example 51 shows th e  beg in n in g  o f a category -tw o  movement, 
a  slow movement. N ote th a t  th e r e  i s  no t r a n s i t io n a l  m a te r ia l  in  
th e  exam ple; the  melody in  b a rs  one to  f iv e  i s  im m ediately a d jac e n t 
to  th e  melody in  b a rs  s ix  to  t e n .  A lso , th e  r e p e ta t iv e  tre a tm e n t 
o f m a te r ia l  may be n o ted  in  b a rs  s ix  to  e ig h t in  com bination  w ith  
m o tlv ic  exchange between t r e b l e  p a r t s .  (Example 54 i s  a ls o  taken  
from a slow movement; i t  too  h as  th e se  g iven  c h a r a c t e r i s t i c s . )
The n a tu re  o f  f a s t  (o r  m odera te) themes and of slow themes can now 
be n o ted  in  Examples 49 and 5 1 , th e  form er being more d i r e c t  and 
s t r a ig h t- fo r w a rd ,  and th e  l a t t e r  more d e l ic a te  and c a n ta b i le - l i k e .  
One m inuet movement has e s p e c ia l ly  p re se rv ed  th e  charm and e l e ­
gance a s s o c ia te d  w ith  t h i s  d a n ce . (O ther m in u e ts , though charm ing, 
do n o t seem as  g r a c e f u l . )  A lthough t h i s  movement has o th e r  c h a r­
a c t e r i s t i c s  o f ca teg o ry -o n e  movements, i t s  m elodic l in e  and g e n e ra l 
mood i s  more l ik e  t h a t  o f  c a te g o ry  two (see  Example 5 2 ) .
The f in a le  o f  S onata  I I  i s  th e  on ly  p r e s to - f in a le  type o f 
movement. I t  i s  Haydenesque in  n a tu re  and has a d i f f e r e n t  compo­
s i t i o n a l  q u a l i ty  from th e  o th e r  movements (se e  Example 5 3 ) .
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Example 51. O liv e r y A sto rg a , S ix  S o n a ta s . Sonata I I ,  2nd 
movement, b a rs  I-IO










1 Uj. J ' , ,
f *ij-*' K r 1 d
Example 52 . O liv e r  y A sto rg a , S ix  S o n a ta s . Sonata IV, 3rd 
movement, b a rs  1-8
Note th e  d i f f e r e n t  s o r t  o f r e la t io n s h ip  which e x i s t s  between the 
t r e b le  p a r t s ,  which was n o t e v id en t in  th e  o th e r  exam ples. The 
quick  change o f mood a t  b a r t h i r t e e n —th e  beg inn ing  of th e  t r a n s i ­
t io n — i s  ty p ic a l  o f a p r e s to - f in a le  movement.
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Example 53. O liv e r y A s to rg a , S ix  S o n a ta s ,  Sonata  I I ,  3 rd  
movement, b a r s  1-17
In  a l l  o f th e  above exam ples, no te  th e  c a r e fu l ly  f ig u re d  
b a ss , th e  slow harmonic rhythm , and th e  f a c t  th a t  th e  bass  does 
more th an  simply p lay  re p e a te d  n o te s .  The d iv e rs e -n o te -v a lu e  
concept i s  ev id en t in  a l l  b u t Example 53 , and c le a r  p e r io d ic  
p h ras in g  i s  u n iv e r s a l ly  p r e s e n t .
H arm onically , th e re  i s  a c o n s is te n t  u se  o f to n ic  and 
dominant k e y s . In  b in a ry  movements, fo llow ing  th e  re s ta te m e n t of 
th e  opening theme in  th e  dominant a f t e r  the  double b a r ,  modula­
t io n s  a p p ea r, e s p e c ia l ly  to  m inor k e y s . Chrom aticism  g e n e ra lly  
appears in  t h i s  p a r t  o f a  movement o n ly . D im inished seven th  chords 
appear r a r e ly  and on ly  in  developm ent s e c t io n s ;  augmented s ix th  
chords do n o t appear a t  a l l .  The approach to  th e  cadence in  b in a ry  
movements a t  the double b a r and a t  th e  end o f th e  movement i s  
g e n e ra lly  th e  same fo r  th e  l a s t  e ig h t  b a rs  in  a l l  th e  p a r t s ,  excep t 
fo r  th e  n ecessa ry  key ch ange .
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A lte rn a tio n  of m elodic m a te r ia l  between t r e b le  p a r t s  
e x i s t s  to  a l im ite d  d e g re e . The use  o f s tag g e red  e n tra n ce s  (a s  
seen  a t  th e  beg inn ings o f Examples 49 and 54) appears  in  sev e ra l 
movements. A lte rn a tio n  o f m elodic m a te r ia l  was no ted  in  Example 
51 . G e n e ra lly , th e  second t r e b le  p a r t  i s  e i th e r  p la y in g  in  
p a r a l l e l  m otion to  th e  f i r s t  o r  p la y in g  an accompanimental f ig u r e .  
A c le a r  u se  o f Stim m tausch o ccu rs  in  th e  fo llo w in g  example: no te
th e  s tag g e red  e n tra n c e s  o f the  t r e b le  p a r t s ,  b u t e s p e c ia l ly  no te  
th e  exchange o f  m a te r ia l  o c cu rrin g  in  b a rs  f iv e  to  tw e lv e . This 
example a lso  d isp la y s  a l l  th e  q u a l i t i e s  o f a slow movement ( c a te ­
gory  tw o ).
An in te r e s t in g  dev ice  used by O liv e r y A storga appears 
s e v e ra l  tim es th roughout th e se  so n a ta s  (see  Example 5 5 ). Note 
t h a t  th e  m elodic l in e  in  t r i p l e t s  in  b a rs  one and two a re  t r a n s ­
formed in to  s ix te e n th  n o te s  in  b a rs  f iv e  and s ix .  T h is k ind  of 
rhythm ic tra n s fo rm a tio n  of m a te r ia l  i s  found in  t r a n s i t io n a l  
and developm ent s e c t io n s .
Adagio
bass
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Example 54. O liv e r  y A sto rg a , S ix  S o n a ta s . Sonata  I I I ,  2nd 
movement, b a rs  1-12
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Tempo di minuetto
Example 55. O liv e r y A storga» S ix  S o n a ta s» Sonata I ,  3 rd  
movement, b a rs  17-24 (1 s t  t r e b le  p a r t  on ly )
A s im ila r  s o r t  o f  p ro c e ss  may be no ted  in  th e  f i r s t  move­
ment o f Sonata  I I I .  The t r a n s i t i o n a l  m a te r ia l  of the  e x p o s it io n ,
when i t  r e tu r n s  in  th e  r e c a p i tu l a t io n  h as  been changed as can be
seen in  th e  fo llo w in g  exam ple:
Allegro
i ? 352=
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Example 56 . O liv e r  y A sto rg a , S ix  S o n a ta s , Sonata I I I ,  1 st 
movement ( t r e b le  p a r t s  o n ly ) ,  a )  b a rs  43-47 , 
b) b a rs  110-114
The a rp e g g ia te d  f ig u r e ,  which becomes th e  s c a le  f ig u r e ,  i s  in  the  
same r e la t io n s h ip  to  th e  m a te r ia l  which fo llo w s in  both  in s ta n c e s .  
The n e ce ssa ry  key change may a ls o  be n o te d .
Sonata VI alm ost appears  to  have been w r i t te n  by a d i f f e r e n t  
com poser, o r ,  a t  l e a s t ,  a t  a d i f f e r e n t  tim e from th e  f i r s t  f iv e  
s o n a ta s . The G e s ta lt  o f the  th re e  movements i s  g e n e ra lly  t h a t  of 
a p e rp e tu a l m otion p ie c e  o f m u sic . The m elodic s ty le  i s  th a t  o f 
q u a s i-F ortsp innung  w ith  one o r  two id e as  being  s t a t e d ,  re p e a te d , 
o r sequenced from th e  beginn ing  to  th e  end o f th e  movement. Rapid 
m otion appears  in  a t  l e a s t  one v o ic e  a t  a l l  tim e s .
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Movement one o f t h i s  so n a ta  i s  in  two re p e a te d  s e c t io n s ,  
bu t th e m a tic a l ly ,  i t  i s  u n lik e  th e  b in a ry  movements o f th e  o th e r  
s o n a ta s . C le a r to n ic  and dom inant r e la t io n s h ip s  a re  p r e s e n t ,  bu t 
th e re  i s  no c le a r  th em atic  s t r u c tu r e  and no r e tu rn  o f m elodic 
id e a s . The second and th i r d  movements a re  through-com posed.
Exan^jle 57 i s  tak en  from th e  f i r s t  movement o f Sonata V I. Note 
th e  g re a t  d if f e r e n c e  in  s ty le  seen in  t h i s  example when compared 
to  th e  exam ples above.
W ith th e  ex cep tio n  o f S onata V I, th e se  works by O liv e r y 
A storga f a l l  w e ll w ith in  th e  b o undaries  o f th e  c l a s s i c a l  s t y l e .
The c o n se rv a tiv e  s t r u c tu r e  o f  th e  m inuets (s im ple  b in a ry  form) 
should  be n o ted  a s  n o t b e ing  ty p ic a l  o f th e  C la s s ic a l  P e rio d .
There ap p ea rs  no obvious re a so n  fo r  th e  ab ru p t change o f s ty le  e v i ­
den t in  th e  l a s t  so n a ta . I t s  o u a s i-F o rtsp innung  n a tu re ,  and the  
i r r e g u la r  form o f th e  movements a re  n o t c l a s s i c a l  f e a tu r e s .  The 
n ear v i r t u o s i c  w rit in g  f o r  th e  f i r s t  t r e b le  p a r t  s tan d s  a p a r t  from 
th e  more c o n se rv a tiv e  w r it in g  in  th e  o th e r  s o n a ta s .
In  th e  w r i t e r 's  o p in io n , t h i s  s e t  o f so n a ta s  form th e  most 
m u s ic a lly  s a t i s f y in g  group o f p ie c e s  in  the  e n t i r e  r e p e r to i r e .  In  
th e  above d is c u s s io n , s e v e ra l  a sp e c ts  o f A storga*s com positional 
te ch n iq u e  were no ted  which dem onstrated  c o n s id e ra b le  s o p h is t i c a t io n ,  
e . g . ,  th e  manner o f developm ent shown in  Example 50b and the  d e l i ­
c a te  m inuet shown in  Example 5 2 . The so n a tas  a re  m elod ious, i n t e r ­
e s t i n g ,  and en jo y ab le  to  l i s t e n  to  and to  perfo rm . Very n ic e  
s u b t l e t i e s  a re  ex p ressed  th roughou t th e  s c o re . From what i s  known
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concern ing  h i s  l i f e  (se e  pages 52-55) n o th in g  s tan d s  o u t to  
in d ic a te  a s u p e r io r  co m p o sitio n a l background o r ta le n t*
Andante
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Example 57, O liv e r  y A s to rg a , S ix  S o n a ta s ,  Sonata V I, 1 s t 
movement, b a rs  42-53
The M usic o f Manuel C anales
The S ix  Q u a r te t to s  fo r  Two V io l in s ,  a Tenor and Bass by 
Emanuel C an a le s , Composer to  th e  King o f S p a in , Opus I I I ,  London, 
p r in te d  fo r  W ill i  N a p ie r , c a .  1782,^^ i s  a co n v en tio n a l s e t  of 
e ig h te e n th -c e n tu ry  s t r in g  q u a r t e t s .  The movements, k e y s , and 
m ete rs  a re  as fo llo w s :
1 A lleg ro  m o d era te , 4 /4 ,  D 
M inuet, 3 /4 ,  D 
Largo a s s a i ,  2 /4 ,  G 
P r e s to ,  2 /4 , D
I I  A lleg ro  m aesto so , 4 /4 ,  E* 
A lleg ro  m in u e t, 3 /4 ,  E 
A dagio, 3 /4 ,  A&
P r e s to ,  2 /4 , E^
I I I  A lleg ro  m aesto so , 4 /4 ,
C m inor 
M inuet, 3 /4 ,  C m inor 
L argo , 4 /4 ,  F minor 
A lle g ro  non m o lto , 6 /8 , 
C m inor
IV A lleg ro  m aesto so , 4 /4 , 
M inuet, 3 /4 ,
Largo amoroso, 3 /8 ,  E^ 
P r e s to ,  2 /4 , B^
11B r i t i s h  Union C a ta lo g u e , 1 :159 .
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V A lle g ro  m aesto so , 4 /4 ,  G VI A lleg ro  m aestoso , 4 /4 ,  C 
M in u et, 3 /4 ,  G M inuet, 3 /4 ,  C
Largo sos te n u to ,  2 /4 ,  £ m inor L argo , 4 /4 ,  C m inor
P r e s to ,  2 /4 ,  G P r e s to ,  2 /4 , C
(Of a l l  th e  S p an ish  chamber m usic examined in  t h i s  re s e a rc h  
p r o j e c t ,  th e  works by C an a les  a r e  th e  most chrom atic  p ie c e s .  They 
c o n ta in  many a l te r e d  ch o rd s  and ch rom atic  non-harm onic to n e s , and 
much borrowed harmony. In  m ost o th e r  w ays, however, h is  m usic i s  
q u i te  c o n v e n tio n a l.)  Form al s t r u c tu r e s  v ary  a g re a t  d e a l in  th e se  
q u a r t e t s ,  a lth o u g h  a l l  o f  them a r e  a  type  o f b in a ry  form . T able 2 
o u t l in e s  th e  forms found in  th e s e  q u a r t e t s ,  and th e  movements in  
w hich th ey  a p p ea r. Note th a t  a l l  e lev en  id e n t i f i a b le  forms a re  
v a r i a n t s  o f a b in a ry  s t r u c t u r e ,  some in  two re p e a te d  s e c t io n s ,  some 
n o t .  F iv e  o f th e  s ix  f i r s t  movements adhere  to  a s o n a ta -a l le g ro  
fo rm at (Form Number 1) w ith  c l e a r  e x p o s it io n , some developm ent, and 
a com plete r e c a p i tu l a t i o n .  The f i r s t  movement o f Q u arte t V (Form 
Number 6) adh eres  to  th e  o ld e r  concep t o f  so n a ta  s t r u c tu r e ,  and 
c o n ta in s  o n ly  two them es.
In  th e se  q u a r te t s  n o te  th a t  th e  second movement, no t the  
t h i r d ,  i s  th e  m inuet movement. Form Number 2 o u t l in e s  th e  form o f 
th e  c l a s s i c a l  m inuet and t r i o ,  and f iv e  o f th e  m inuets adhere  to  
t h i s  form . Form Number 6 o u t l in e s  th e  s t r u c tu r e  o f  th e  s ix th  
m in u e t, which i s  a m inue t w ith  a  t r i o  in  th re e  p a r t s ,  each on ly  
fo u r  b a rs  lo n g . T his d e s ig n  h a s  n o t been noted  in  any o th e r  com­
p o s i t io n  in  th e  r e p e r t o i r e .
Slow movements show th e  l e a s t  r e s t r i c t i o n  w ith  re s p e c t  to  
fo rm . Note th a t  th e re  a r e  fo u r  d i f f e r e n t  id e n t i f i a b le  forms
































Form No. Q u a rte t No. MoArement and T i t l e S tru c tu re  and Key Scheme
1 I
I I .  I l l ,  ) 
IV , VI )
1 A lleg ro  m oderato 
I A lleg ro  m aestoso
1 A B C D (E—X).j 1 A new m a te r ia l  A B G D (E—x)^ 
1 * I-V — — — —*11 V -various k e y s- I - - —- - - - - - -
2 I ,  I I I ,  
IV , V, VI 2 M inuet
m inuet t r i o
1 . A X A , . B .1 1 .y b , 




3 Largo a s s a i  
3 Largo
3 Largo amoroso
A B A  A B (A and B n o t always
I-V-Vor " I — l i t e r a l l y  r e s t a t e d . )  
o th e r  keys
4 I I ,  IV, VI 
I I I
4 P re s to
4 A lleg ro  non m olto
1 A B C D I j , new m a te r ia l  A B C D  ^ j
5 V 1 A lleg ro  m aestoso A B A B
6 I I 2 A lleg ro  m inuet m inuet t r i o






























3 Largo so s ten u to
3 Largo
3 Adagio
4 P re s to
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(Form Numbers 3 , 7 , 8 , and 9) i n  which slow movements a re  c a s t .  
Them atic m a te r ia l  in  slow movements i s  g e n e ra lly  r e s ta te d  w ith  
some v a r i a t io n  and themes a re  f r e q u e n tly  connected by t r a n s i t i o n s ,  
th e  l a t t e r  appearing  o n ly  once in  th e  movement.
F in a le s  a re  o f th e  p r e s to - f in a l e  ty p e , w ith  s h o r t ,  co n c ise  
them es. The p re s to  movement o f  Q u a rte t I  (Form Number 10) i s  an 
in t e r e s t in g ly  c o n s tru c te d  movement. Note th a t  i t  i s  a v a r ia n t  o f 
Form Number 4 , the. form o f  th e  o th e r  p r e s to s .  The r e tu r n  o f th e  
f i r s t  theme in  th e  to n ic  i s  done in  a c o d a - lik e  m anner.
P h rases  a re  s t ru c tu re d  in  a p e c u l ia r  way. The two fo llo w ­
ing exam ples a re  taken  from th e  b eg in n in g s  o f two d i f f e r e n t  f i r s t  
movements. Example 58 shows a  su cc e ss io n  of m elodic id e a s , each 
ap p ea rin g  two tim es (th ro u g h  b a r  sev e n ), and each ap p earin g  to  be 
a com plete m u sica l u n i t .  The p a i r s  a re  p laced  im m ediately a d ja ­
c e n t to  one an o th er w ith  no co n n ec tin g  t r a n s i t i o n s .  In  b a rs  e ig h t 
and n in e  th e  c y c le  of f i f t h  p ro g re s s io n  occurs  in  co n n ec tio n  w ith  
a m elod ic  sequence in  th e  two v i o l i n  p a r t s .  Note th a t  th e  r e s o lu ­
t io n  o f each dominant o c cu rs  on  th e  second and fo u r th  b e a ts  o f th e  
b a r— th e  weak b e a ts .  Example 59 shows th e  beg inn ing  o f Q u arte t IV, 
1 s t movement. The d iv e r  s e -n o te -v a lu e  concept i s  ev id en t more 
in  t h i s  example th an  in  th e  p re v io u s , though bo th  have c lo se  
p ro x im ity  of duple and t r i p l e  su b d iv is io n s  o f th e  b e a t .  The 
ph rase  s t r u c tu r e  of Example 39 b eg in s  a s  a c le a r  tw o-bar p h ra se , 
bu t from  the  th i r d  b a r th e  p h ra s in g  i s  mere l ik e  the  p rev io u s  
example w ith  one id ea  co n n ec ted  d i r e c t l y  to  a n o th e r . There is
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Allegro moderato
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Example 58 . C an a le s , S ix  Q u a r te t to s , Op. I I I ,  Q u a rte t I ,  1 s t 
movement, b a rs  1-9
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l e s s  sequence and r e p e t i t io n  in  Example 59; b o th  exam ples make 
e x te n s iv e  u se  o f s c a le s  and a rp eg g io s  a s  th e  b a s is  fo r  th em a tic  
m a te r ia l .  At th e  end of Example 59 , th e  f i n a l  cadence to  G m inor 
occu rs  on th e  weak p a r t  o f th e  th i r d  b e a t ,  g iv in g  th e  sense  o f an 
in c o n c lu s iv e  en d in g . T h is p e c u l ia r  cadence has  n o t been n o ted  in  
any o th e r  com posers' m usic .
Allaigro maestoso
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1st vin
p
---------- Î--------- 1 9— r—
_£------------------ iL_5— t ----------------------
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Example 59 . C an a le s , S ix  Q u a r te t te s , Op. I l l ,  Q u a rte t IV, 1 s t 
movement, b a rs  1-10
Adagio movements ten d  to  beg in  w ith  long n o te  v a lu e s  and 
p ro g re s s  to  a group o f v e ry  q u ick  n o te  v a lu e s , th e  l a t t e r  g e n e r­
a l l y  be in g  an o rnam ental f i g u r e .  Note t h i s  p ro cess  in  Example 60 
(an  A dagio) .  B esides th e  o rn am en ta tio n , th e  unusual placem ent o f 
th e  two fe rm â ta s , a t  th e  end o f  b a rs  two and fo u r ,  may be observed . 
(A ll p a r t s  have fe rm ata  r e s t s  to g e th e r . )  N o tice  th e  m elodic leap  
o f a d im in ished  seven th  in  b a r  s ix .
Example 61 d em o n stra tes  a ty p ic a l  beg inn ing  o f a p r e s to -  
f i n a l e  movement. Note th e  q u ick  n o te  v a lu e s  and th e  r i s i n g  m elodic 
f i g u r e s .  The c h a ra c te r  o f  th e  melody i s  q u ite  d i f f e r e n t  from th a t  
o f  f i r s t  movements.
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Adagio
i Il8 t Vin
Example 60 . C an a le s , S ix  Q u a r te t t e s , Op. I I I ,  Q u arte t I I ,  3 rd  




Example 61 . C an a le s , S ix  Q u a r te t te s , Q u a rte t V I, 4 th  movement, 
b a rs  1-19 ( 1 s t  v io l i n  p a r t  o n ly )
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In  most movements, t r a n s i t i o n a l  m a te r ia l  s e rv e s  to  connect 
themes and c o n s is t s  o f a s c a le ,  a rp e g g io , o r  a m elodic f ig u r e ,  
alw ays ap p earin g  in  th e  f i r s t  v io l i n  p a r t .  B ars n in e  to  n in e te e n  
o f Example 61 show t r a n s i t i o n a l  m a te r i a l .  T h is  t r a n s i t i o n a l  
m a te r ia l  may o r may n o t re a p p ea r w ith in  a movement.
The te x tu re  rem ains p redom inan tly  homophonie w ith  th e  f i r s t  
v io l in  having th e  le ad in g  l in e  m ost o f th e  tim e . M elodies a re  
sometimes doubled a t  th e  th i r d  o r  s ix th  below in  th e  second v io l in ;  
th e  c e l lo  and e s p e c ia l ly  th e  v io la  a re  r e le g a te d  to  p o s i t io n s  o f 
accompaniment, r a r e ly  p la y in g  more than  sim ple f ig u r e s .  The second 
v io l in  v a c i l l a t e s  between p a r a l l e l i n g  the  melody or jo in in g  th e  
o th e r  in s tru m en ts  (se e  Examples 53 and 5 9 ) . The f i r s t  v io l in  p a r t ,  
i t s e l f ,  i s  a t  tim es q u ite  v i r t u o s i c .
As s ta te d  p re v io u s ly , th e  harm onic v o cabu lary  in  th e se  
q u a r te ts  i s  ex trem ely  r i c h ,  and , in  a d d i t io n ,  w ide-rang ing  m odula­
t io n s  a re  common, e s p e c ia l ly  in  slow movements. For exam ple, th e
th i r d  movement o f  Q u a rte t I  (Form Number 3 , page 204) has th e
12fo llo w in g  key scheme:
12 In  a harm onic s i t u a t io n  th a t  in v o lv es  th e  u se  o f secondary 
dom inants (o r  to n ic iz e d  c h o rd s ) , because th e  term  "m odulation” i s  
v a r io u s ly  d e f in e d , i t  cannot be s ta te d  a b s o lu te ly  w hether a t r u e  
m odula tion  has tak en  p la c e ,  e s p e c ia l ly  i f  th e  passage  i s  b r i e f .  In  
th e  m usic o f Manuel C anales th e  p re sen ce  o f th e  m ajor su p e r to n ic  
t r i a d  (V o f V) i s  e s p e c ia l ly  p r e v a le n t .  Where the  s i tu a t io n  o f 
d o u b tfu l e s ta b lish m e n t o f  a new key a r i s e s  o r  where th e re  a re  ra p id  
key changes (o r  s e r ie s  o f  secondary  dom inants) the  passage  i s  
r e f e r r e d  to  as  " t r a n s i e n t  m o d u la tio n (s ) ."  I t  i s  recogn ized  th a t  
in  th e se  passag es  an a l t e r n a t e  a n a ly s is  i s  p o s s ib le .
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A B A tra n s* --d e v *  A B
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The key o f th e  to n ic  m inor ap p ears  r e g u la r ly  th roughout th e se  
works* The chrom atic  vo cab u la ry  in c lu d e s  chrom atic  non-harm onic 
to n e s , N eap o litan  s ix th  and augmented s ix th  c h o rd s , and borrowed 
harmony. In  Exan^le 62 , th e  beg inn ing  of a movement, n o te  th e  
chrom aticism  p re s e n t in  th e  f i r s t  e x p o s it io n  o f m elodic m a te r ia l)  
however, chrom atic ism  g e n e ra lly  o ccu rs  most in  t r a n s i t i o n a l  o r  







8  r  g . E i 3SC
cello
Example 62* C an a le s , S ix  Q u a r te t te s * Op* I I I ,  Q u a rte t IV, 
3 rd  movement, b a rs  1-6
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58, pages 176-177, Observe th e  th re e  r e p e t i t io n s  o f th e  German 
s ix th  chord on th e  second and th i r d  b e a ts  of each bar o f th e  
exam ple. The to n a l i ty  i s  D m a jo r, making th i s  a common u se  o f a 
German s ix th  on th e  r a is e d  fo u r th ,  re so lv in g  to  th e  dominant in  
each in s ta n c e .
Allegro moderato
i m m 2ZZ:i t I
1st vin






Example 63, C an a le s, S ix  Q u a r te t te s , Op, 111, Q u arte t 1 , 1 s t 
movement, b a rs  10-13
A phenomenon o f  no p a r t i c u la r  s ig n if ic a n c e , bu t worth 
m entioning  because of i t s  c u rio u s  n a tu re , ta k es  p lace  in  the  
m inuet movement o f Q u a rte t 11 , In  th e  t r i o  s e c t io n ,  which C anales 
c a l l s  "M inor," the  s p e l l in g  of the  word minor i s  d i f f e r e n t  in  each 
o f the  fo u r p a r t s .  From th e  f i r s t  v io l in  down, the  term s "m inor,"
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"m inore»” "menor»" and "menore" appear a t  th e  head o f th e  t r i o .
For what reason  th e se  c o n f l ic t in g  s p e l l in g s  a re  used  i s  no t c le a r ;  
i t  lik e w ise  cannot be determ ined i f  th e se  s p e l l in g s  a re  th e  work 
o f th e  composer o r th e  p r i n t e r .  The phenomenon does no t re p e a t 
i t s e l f  in  any o th e r  movement o f th e se  q u a r t e t s .
These q u a r te ts  by C anales resem ble in  many ways th e  q u a r te ts  
o f Haydn from th e  Opus 17 and Opus 20 s e r i e s ,  d a tin g  from 1768-1771. 
The o rd e r o f the  movements i s  n o t th a t  o f Haydn, bu t fo rm s, s ty le  
o f w ritin g  fo r  th e  f i r s t  v i o l i n ,  r e la t io n s h ip  o f th e  p a r t s ,  and the  
c h a r a c t e r i s t i c  p r e s to - f in a le  a re  a l l  q u i te  s im ila r  to  H aydn's 
q u a r te t s .  The a t - t im e s - v i r tu o s ic  w rit in g  fo r  th e  f i r s t  v io l i n  in  
th e  C an a le s ' p ie c e s  m ight imply th a t  th e  f i r s t  p la y e r  had to  be 
(o r  was) an e x c e l le n t  v i o l i n i s t ,  w h ile  th e  o th e r  members o f the  
q u a r te t  cou ld  be le s s  com petent p la y e r s .  Save fo r  C an a le s ' e x te n ­
s iv e  use  o f ch rom atic ism , which i s  a d i s t in c t iv e  C anales c h a r a c te r ­
i s t i c ,  th e se  q u a r te ts  have a l l  th e  t r a i t s  o f a c l a s s i c a l  composi­
t i o n .
C u arte to  a dos v io l in e s .  v io la  y v io lo n ch e lo  F s ic l  sacado de dos 
c a v a tin a s  i t a l i a n a s .  by Manuel C anales
T his and th e  fo llo w in g  two s e ts  o f com positions were 
r e c e n t ly  d isco v ered  a t  th e  L ib ra ry  od C ongress, W ashington, D.C.
(se e  page 5 7 ) . The C u arte to  b e a rs  a m anuscrip t d a te  o f 1773.
These p ie c e s  a re  two sh o rt w orks, one movement eac h , and , accord ing  
to  th e  t i t l e ,  were tak en  from two I t a l i a n  c a v a tin a s  ( s h o r t  a r i a s ) .
The source  o f th e se  i s  unknown. The in d iv id u a l works have th e  
fo llo w in g  t i t l e s  and m e te rs :
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P rim era , A ndantino, 6 /8 , F m inor 
Segunda, L a rg u e tto  [ s i c l , 6 /8 , D minor
Both a re  in  b in a ry  form in  two re p e a te d  s e c t io n s .  Number One 
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Example 64 . C an a le s , C u a rte to  » .  « de dos c a v a t in a s . No. 1 , 
b a rs  1-10
Note the  p h ra s in g  and i t s  r e p e t i t i v e  n a tu r e ,  and , in  b a rs  two and 
f o u r ,  th e  r e s o lu t io n  , on th e  t h i r d  e ig h th  n o te  of th e  b a r .
An analogous p ro c e ss  was noted  in  th e  Q u a r te t te s , Opus I I I  (see  
page 209). The g e n e ra l p h rase  s t r u c tu r e  i s  q u ite  s im ila r  to  th a t  
observed  in  th e  Opus I I I  f i r s t  movements, w ith  one m elodic idea 
being  im m ediately a d ja c e n t to  th e  o th e r .  The form of t h i s  move­
m ent, which i s  in  two re p e a te d  s e c t io n s ,  does n o t adhere to  any 
t r a d i t i o n a l  b in a ry  form . P r io r  to  th e  double bar, the  f i r s t  s ix  b a rs  
quoted in  the  example above a re  re p e a te d  verba tim  beg inn ing  in  bar 
e le v e n . A tra n s it io n a l-d e v e lo p m e n ta l  s e c tio n  fo llo w s com prised of 
re p e a te d  o r sequenced sc a le  and a rp e g g ia te d  passages (s e e  Example 
6 5 ) . T h e m a tic a lly , th e re  i s  l i t t l e  co n n ec tio n  between t h i s  t r a n s i ­
tion -developm ent and th e  opening p h ra s e s . The d o tte d -e ig h t-a n d -
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Example 65. C an a le s, Cue r t e t o  . . . de dos c a v a tin a s
-Z J
,  No. 1,
b a rs  21-25
» lx te e n th -n o te  f ig u re  in  th e  v io la  i s  th e  only  co n n ec tio n  between 
t h i s  example and the  opening m a te r ia l .  Follow ing the double bar 
th e re  i s  no re s ta te m e n t o f th e  opening m a te r ia l .  I t  i s  re p la c e d , 
in s te a d ,b y  more o f th e  tra n s it io n a l-d e v e lo p m e n ta l  f ig u r e s .  A
b
m odula tion  to  ^  m ajor ta k es  p la ce  p r io r  to  th e  double b a r ,  and 
the  m a te r ia l  a f t e r  th e  double b a r co n tin u es  in  th a t  key . For most 
of th e  r e s t  o f the  movement th e re  appears  the  s o r t  o f m a te r ia l  seen 
in  Example 65. One p a r t i a l ,  m odified  re s ta te m e n t o f th e  opening 
theme ta k es  p la c e  near the  end of the  work, bu t th e re  i s  no com plete 
r e c a p i tu l a t io n .  M odulations to  E^ m inor and m inor tak e  p lace  
a f t e r  th e  double b a r b e fo re  th e  r e tu rn  to  the  to n ic  key . A
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m oderate degree o f chrom atic ism  i s  e v id e n t in  the  work, p a r t i c u ­
l a r l y  th e  p resence  o f th e  r a i s e d  subdom inant. N o tice  in  Example 
64 th e  descending chrom atic  b a ss  l in e  and th e  accompanying t r a n s i ­
e n t m o d u la tio n s : th e  f i r s t  two b a rs  a re  I  to  V in  F m inor; in
b a rs  th re e  and fou r th e re  i s  a m odu la tion  to  ^  m inor « B eginning 
on th e  fo u r th  b e a t o f b a r fo u r th e re  i s  a m inor t r i a d —th e  minor 
dom inant in  ^  becoming the  m inor subdominant in  F—and on th e  l a s t  
b e a t o f the  bar th e re  i s  an I t a l i a n  s ix th  on th e  r a is e d  subdominant 
o f F , re s o lv in g  to  th e  dom inant o f F . The r e tu rn  to  F minor i s  now 
com ple ted . T h is  k ind  of chrom atic ism  and m odula tions was p a r t  of 
th e  s ty le  observed  in  th e  Opus I I I  q u a r te ts  by C an a le s .
The manner o f  o r c h e s t r a t io n ,  though n o t i d e n t i c a l ,  i s  
s im ila r  to  th e  Opus I I I  works; th e  f i r s t  v io l in  i s  g e n e ra lly  the  
le a d in g  in s tru m e n t, and the  second v io l in  v a c i l l a t e s  from doubling 
th e  f i r s t  to  p lay in g  accom pantm ental f ig u re s  w ith  th e  v io la  and 
th e  c e l l o .  The te x tu re  rem ains homophonie th ro u g h o u t.
C u a rte to  Number Two b eg in s  as  fo llo w s:
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Example 66 . C an a le s , C u a rte to  . . .  de dos c a v a t in a s . No. 2 , 
b a rs  1*”3
Phrase s t r u c tu r e  I s  more c le a r ly  d e lin e a te d  th an  in  Number One. 
The form i s ) :  A— x : j |:  A— y : | « The m a te r ia l  quoted  above i s  
rep ea ted  fo llow ing  th e  double bar in  th e  to n ic  key and forms th e  
only  th em atic  l in k  from one s e c tio n  o f th e  movement to  th e  o th e r .  
D if fe re n t  them atic  m a te r ia l  i s  seen a f t e r  each s ta tem en t o f th e
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passage  quoted in  Exan^Ie 66 . There a re  few er m odulations and 
le s s  chrom aticism  in  Number Two th an  in  Number One. Only F m ajor 
i s  e s ta b l is h e d  b e s id e s  th e  to n ic  key of D m ino r. A d im inished  
seven th  chord  on th e  le a d in g  to n e  o f 0 i s  th e  on ly  example o f 
chrom atic  harmony.
The r e p e t i t i v e  n a tu re  o f  th e  opening them e, th e  s ty le  o f 
o r c h e s t r a t io n ,  and th e  o v e r a l l  e f f e c t  of t h i s  p ie c e  i s  q u ite  
s im ila r  to  th e  Opus I I I  Q u a r te t te s . On t h i s  b a s is  and the  f a c t  
th a t  th e re  app ears  some degree  o f  ch rom atic ism , th e se  two b r ie f  
q u a r te ts  seem to  have indeed  been w r i t te n  by C an a le s . (The re a d e r 
i s  rem inded th a t  th e  a u th e n t i c i t y  o f the  m anuscrip t cou ld  n o t be 
v e r i f i e d ;  see page 5 7 .)  The m an u scrip t d a te  o f 1773 d a te s  th e se  
p ie c e s  approx im ate ly  te n  y e a rs  e a r l i e r  than  th e  Opus I I I  Q u a r te t­
t e s , p u b lish ed  c a .  1782. The s ty le s  o f th e  two s e t s  o f p ie ce s  
seem c o n s is te n t  w ith  a  m atu ring  co m p o sitio n al te ch n iq u e .
Duos de v io l in  y v i o l a ,  by C a n a le s , Manuel
T h is  undated  m an u sc rip t i s  n o t ,  a s  th e  t i t l e  im p lie s , a 
duet fo r  v io l in  and v i o l a ,  bu t a duet fo r  the  v io l in  and some 
s tr in g e d  in s tru m en t w ith  a much low er range th an  th e  v io l a ,  
p robab ly  a c e l l o .  The ran g e  of th e  lower v o ice  ex ten d s w ell below 
th a t  o f the  modern v i o l a .  I n t e r e s t i n g ly ,  the  p a r t  en^loys t r e b le  
c l e f ,  bass  c l e f ,  and th e  C c le f  in  te n o r ,  a l t o ,  and soprano p o s i­
t i o n s .  A c e l lo  could  e a s i l y  p la y  the  lower v o ic e ; in  f a c t ,  the  
low est n o te  en co u n te red  i s  th e  p i tc h  o f th e  low C s t r in g  o f the  
c e l l o .
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The movements, k ey s , and m e te rs  a re  a s  fo llo w s:
I  A ndantino , 2 /4 , D m inor IV A lleg ro  m aestoso , 4 /4 ,  F
M inuet, 3 /4 ,  D m inor M inuet, 3 /4 ,  F
I I  L a rg u e tto , 3 /4 ,  , V L a rg u e tto , 3 /4 , C minor
Rondo a l l e g r e t t o ,  3 /8 ,  E Rondo a l le g r o ,  2 /4 ,  C minor
I I I  A lle g ro , 3 /8 ,  D VI A lle g ro , 4 /4 , G
F uga, $ ,  D M inuet, 3 /4 ,  G
Note th a t  th e re  a re  two movements in  th e  same key in  each d u e t.
The in d iv id u a l  movements a re  a l l  p u t to g e th e r  d i f f e r e n t l y ,  even 
where t i t l e s  such as  m inuet o r rondo m ight imply the  same form.
Table 3 shows th e  s t r u c tu r e s  o f each movement « Note th a t  the  
b in a ry  form s in  two re p e a te d  s e c t io n s .  Form Numbers 1 , 5 , 7 , and 
11, a re  a l l  a type o f s o n a ta -a l le g ro  form . Form Number 1 resem ­
b le s  more th e  A——x A——y s t r u c tu r e  encoun tered  in  o th e r  com­
p o s i t io n s .  Forms 3 and 9 a re  through-com posed movements, th e ­
m a t ic a l ly ,  being h e ld  to g e th e r  o n ly  by th e  key scheme. Note th a t  
th ese  a re  b o th  slow movements. N e ith e r  o f th e  rondo movements 
i s  a co n v en tio n a l rondo s t r u c tu r e .  Form Number 4 i s  th e m a tic a lly  
an A-B-A d e s ig n , bu t th e  key scheme i s  an A-B-A-C-A fo rm a t, the  
l a t t e r  be ing  a rondo form . The o th e r  rondo movement i s  n o t in  rondo 
form , bu t in  th e  form A-B-A-C w ith  th e  f in a l  "A" being a b se n t. The 
th em atic  arrangem ent o f t h i s  rondo form , th e r e f o r e ,  conforms to  
th e  A ----X  A——y d esig n  noted  above. The key scheme i s  a complex
A-B-A. The m inuet movements. Forms 2 , 8 , and 12, a re  a l l  somewhat 
d i f f e r e n t .  Note e s p e c ia l ly  th e  w ide-rang ing  key r e la t io n s h ip s  
w ith in  e a c h . The movement e n t i t l e d  Fuga i s  t r u l y  im i ta t iv e  fo r  p a r t



























Form No, Duet No, Movement and T i t l e S tru c tu re  and Key Scheme
1 I 1 Andante 1 A A t r a n s . l  B B t r a n s ,2  11 t r a n s ,3  A A C 1
. 2 I 2 M inuet m inuet t r i o  
! * i—V ‘11 * I I — i  ‘I 1 ‘ I I I -V I I  ‘II ‘ V I I - I I I -------- *1
3 I I 1 L a rg u e tto A B C
4 I I 2 Rondo A B A  (Note rondo 
I — ——v i —- I —— i i i —I —— key scheme, )
5 I I I 1 A lleg ro 1 A t r a n s , !  B t r a n s ,2  I I ,  A new m a te r ia l  A B t r a n s .2  
1 X ^ f  | V***Vi•■■■••••••"•■■■••I■•XX•Xs|
6 I I I 2 Fuga A t r a n s , !  B t r a n s ,2 A A t r a n s ,3 A B t r a n s ,  2
7 IV I A lleg ro
«






































Form No. Duet No. Movement and T i t l e S tru c tu re  and Key Scheme
' ■
8 IV 2 M inuet m inuet t r i o1 -  u  - I I  - b L  Î  Î  : | | '  i.v  ' I I ' :  ; _ _ ' 1
9 V 1 L arg u e tto A B G
immm
10 V 2 Rondo A B t r a n s . l  C 0 t r a n s .2  E A B F E
im^"* i* * I I I
11 VI 1 A lleg ro { A B B *  t r a n s .  C D E | |  A dev . A A B* G< D* 1
12 VI 2 M inuet m inuet t r i o  
i A II B A 1 1 G II D G 1 




of th e  movement and c o n ta in s  more co u n te rp o in t than  any p iece  in  
th e  r e p e r to i r e  save fo r  the  q u in te ts  by So ler*  I t s  form i s  much 
l ik e  th a t  o f a so n a ta -a lle g ro  w ithou t a double b a r .
A g e n e ra l overview  of the  forms and th e  key r e la t io n s h ip s  
g iv e s  a d e f in i t e  im pression  of o r ig i n a l i t y  on the  p a r t  of the  
com poser. The extrem e range of keys in  any one movement i s  most 
unusual fo r  th e  C la s s ic a l  P e rio d .
Themes a re  p e r io d ic  and phrase  s t ru c tu re  appears in  r e g u la r  
u n i t s .  F re q u e n tly , them atic  m a te r ia l  shows a good d ea l o f in te r n a l  
r e p e t i t i o n  o r sequence. Long p h rases  sometimes a re  composed of 
an teced en t/co n seq u en t p h ra se s , as observed in  the  fo llow ing  
example:
Rondo Allegretto
- f -------- r \= = 4 ----- -a— VB" - • -------- t r -
I 'lM i' > H - ---------- ^ N = = ^
3 xssz
Example 67 . C an a les , Duos de v io l in  y v io la  (Duos v n . v a . ) .  
Duo V, 2nd movement, b a rs  1-11
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The p ro cess  of a s ta g g e re d - im i ta t iv e  beginning which c r e a te s  
p a r a l l e l  t h i r d s  o r  s ix th s  occurs  commonly throughout th e se  d u e ts .  
Example 63 dem onstra tes  t h i s  p ro c e s s .  Canales commonly would 
re v e rse  the  o rd e r  o f  e n t ry  l a t e r  in  th e  movement; the  r e c a p i t u l a ­




Example 68. C an a le s ,  Duos v n . v a . .  Duo I I I ,  1 s t movement, 
b a rs  1-4
The r e l a t i o n s h ip  of th e  p a r t s  v a r ie s  c o n s id e ra b ly .  
S t r i c t  use  of p a r a l l e l  t h i r d s  or s i x th s  appears s p a r in g ly .  The 
lower vo ice  may p lay  an accompanying f ig u r e ,  su s ta in e d  n o te s ,  or 
a l t e r n a t e  w ith  the  upper v o ice  in  p lay in g  melodic m a te r i a l .
In  Example 69, th e  lower vo ice  i s  p lay in g  an A lb e r t i -b a s s  f i g u r e .  
Note a lso  the  c l e a r  ph ras ing  o f the  melody and the  sequencing 
p ro cess  in  th e  theme i t s e l f .  Stimmtausch per se occurs  no t a t  
a l l  because of the  d i f f e r e n c e s  in  the  ranges of the  two p a r t s ,  
but exchange of m a te r ia l  w ith  oc tave  d isplacem ent occurs  re g u ­
larly (see  Examples 70 and 7 1 ) ,  In  Example 71, th e re  occurs  an




Example 69 . C an a le s , Duos v n . v a . . Duo IV , 2nd movement, 
b a rs  1-5
Allegro
H  1 1 g p  
1 w k  ff w  • 1 M 1 1 ' 1 n
...... -  *
i j : - -  . . . f t
---------------
X
Example 70. C an a le s , Duos y n . v a . . Duo I I I ,  1 s t movement, 
a) b a rs  5 -6 ,  b) b a rs  15-16
obvious example o f m o tiv ic  exchange. In  a d d i t io n ,  t h i s  ex an ç le  
dem onstra tes  th e  s e q u e n tia l  p ro c e ss  seen u n iv e r s a l ly  in  th e se  
duos. The rem aining exam ples dem onstrate  o th e rs  ways th e  p a r t s
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Larguetto
1r ï i  1r f
l - ù .
U \ K  J  J - ' t Æ
I
Example 71 , C an a le s , Duos vn . v a . , Duo I I ,  1 s t movement, 
b a rs  1-6
r e l a t e  to  one a n o th e r . Example 74 shows one o f th e  few p lace s  
where p a r a l le l i s m  i s  used by C an a le s,
The movement e n t i t l e d  Fuga c o n ta in s  one o f the  very  r a r e  
examples o f t r u e  im ita t io n  in  a c o n tra p u n ta l sen se , i . e . ,  no t 
s tag g e red  e n tra n c e s  between p a r ts  which c re a te  p a r a l l e l s .





Example 7 2 . C an a le s , Duos v n . v a . . Duo I I I ,  2nd movement, 
b a rs  1-7
The im ita t io n  does n o t b eg in  u n t i l  th e  th i r d  b a r ,  a t  which p o in t 
th e  low er v o ice  i s  in  canon a t  th e  o c tav e  w ith  th e  upper v o ic e . 
N ote th a t  t h i s  example c o n ta in s  t ru e  c o u n te rp o in t. O ther sp o ts  
in  the  movement a re  homophonie and tak e  on th e  appearance of th e  
r e s t  o f th e  Duos (se e  Exançle 7 3 ) .
(Fuga)
üJjirrriùjj'ûîr
Example 73 . C an a le s , Duos v n . v a . . Duo I I I ,  2nd movement, 
b a rs  21-24
As was th e  case  in  th e  Opus I I I  q u a r te ts  by C an a les , 
chrom aticism  and fo re ig n  m o d u la tio n s  a re  p l e n t i f u l  in  th e se  Duos.
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The harmonic vocabu lary  i s  r ic h  w ith  the  use o f v a r ie d  t r i a d s ,  
chrom atic p ass in g  to n e s , d im in ished  sev en th s , N eap o litan  s ix th  
c h o rd s , and ab rup t m od u la tio n s . Perhaps th e  most common device i s  
fo re ig n  m o d u la tio n s . As noted  in  Table 3 , the  keys on v i r t u a l ly  
every sc a le  degree occur to  in c lu d e  lowered m ed ian t, subm ediant, 
and lead ing  to n e . Unusual p ro g re s s io n s  a lso  tak e  p la c e . In  









Example 74 . C an a les, Duos v n . v a . . Duo 11%, 1 s t movement, 
b a rs  26-40
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to  A b eg in s  and by b a r f iv e  A m ajo r i s  e s ta b lish e d *  (Note th e  
s e q u e n tia l  tre a tm e n t,  h a rm o n ic a lly , m e lo d ic a lly , and rhy thm i­
c a l ly  to  t h i s  p o in t . )  B eginning in  b a r seven , an unusual s e r ie s  
o f p ro g re s s io n s  ta k e s  p la c e .  An F m ajor t r i a d  i s  sounded in  
bar seven (assum ing h e re  and in  each  r e p e t i t io n  th a t  th e  D i s  
an a p p o g ia tu ra ) ; t h i s  i s  th e  subm ediant t r i a d  from th e  p a r a l l e l  
m inor o f A m ajo r—th e  f l a t  subm edian t. T h is  chord p ro g re s se s  
to  th e  dominant seven th  o f  A in  b a r  e ig h t ,  which then  re tu rn s  
to  the  F m ajor t r i a d .  T h is p ro g re s s io n  i s  re p e a te d  two more 
tim es e v e n tu a lly  moving from th e  dominant o f A, to  A m ajor in  
b ar th i r t e e n  of th e  exam ple. B eginning in  bar s ix ,  th e  p re ­
ceding  p ro g re s s io n s  were V-^VI-V-^VI-V-^VI-V-I in  A m a jo r.
In  Example 75, th e  to n ic  i s  F m a jo r. In  bar one , a 
t r a n s ie n t  m odula tion  to  C m ajor o c c u rs , fo llow ed in  th e  n ex t 
b ar by a m odulation  to  D m in o r. T h is i s  an ab rup t m odula tion  
u sin g  th e  le ad in g  tone d im in ished  seven th  chord to  e s ta b l i s h  
0 m in o r. Two t r a n s ie n t  m odu la tions fo llo w : in  bar f iv e  o f
th e  exam ple, D m inor changes to  D m ajor becoming an im plied  
dominant m inor n in th  (D -F^-(A)-C-E^) o f G m inor, which i s  then  
e s ta b l is h e d  a t  th e  end o f the  b a r .  In  th e  nex t b a r ,  G n a tu ra l  
changes to  a le ad in g  tone o f  A, in  th e  chord E-G ^-(B ), 
which e s ta b l i s h e s  A m a jo r. In  b a r  e ig h t ,  F m ajor i s  a b ru p tly  
r e e s ta b l is h e d  w ith  no m o d u la tio n . In  bo th  o f th e  ab ru p t modula­
t i o n s ,  th e re  was no p iv o t-c h o rd  o r chrom atic  d e v ice —the  new 
t o n a l i ty  was sim ply e s ta b l i s h e d .
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Allegro maestoso
i  L £ T ^ '  =- - - - --






1 W - k W : W  
— j j  ± - 4
k ' - - — 1
- a
Example 75» C an a les , Duos vn» v a » . Duo IV , 1 s t movement, 
b a rs  19-26
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Examples 76 and 77 a re  p re se n te d  to  dem onstrate  the  
g re a t  v a r ie ty  o f m odu la to ry  p ro ced u res  and use o f  unconven tional 
d e v ic e s . The to n ic  in  Example 76 i s  F m a jo r, and th e  modula­





Example 7 6 . C a n a le s , Duos v n . v a . . Duo IV, 1 s t  movement 
b a rs  5 -8
exam ple. The C n a tu r a l  changes c h ro m a tic a lly  to  in  b a r two, 
and the  le ad in g  to n e  d im in ished  t r i a d  of D m inor (C__-E-G) i s  
p layed  in  th e  upper v o ic e  c r e a t in g  a t r a n s ie n t  m odulation  to  
D m ino r. The on ly  p e c u l i a r i t y  h e re  i s  th a t  in  t h i s  bar (b a r 
tw o ), in  th e  low er v o ic e ,  th e  F.“G"£.“G» c re a te s  an unconven­
t io n a l  v o ic e - le a d in g  w ith  th e  G*s be ing  s tru c k  in  both  v o ices  
w h ile  approached in  s im ila r  m o tio n . In  bar two o f the  exam ple, 
on th e  l a s t  e ig h th  n o te ,  th e  s o n o r ity  changes to  D m a jo r.
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dominant o f G, p ro g re ss in g  to  G m a jo r, th e  dominant o f C, o r  a 
r e tu r n  to  th e  key e s ta b l is h e d  a t  th e  beg inn ing  of the  exam ple.
In  fo u r b a rs  C anales made t r a n s ie n t  m odulations from Ç m ajor to
D m inor, to  D m ajo r, to  G m a jo r, and back to  C.
In  b a r two o f Example 7 7 , (key of Ç m ino r), the  F__, which 
Is  the  r a is e d  subdominant and norm ally  p ro g re sse s  to  th e  dom inant, 
f i r s t  c h ro m a tic a lly  descends to  n a tu r a l  b e fo re  going to  G.
When th e  f£  d escen d s. I t  I s  s tru c k  s im u ltan eo u sly  w ith  a C In the  
lower v o ic e , causing  an unusual v o ic e - le a d in g . The e a r  I s
deceived  In to  b e lie v in g  th a t  th e  should move to  the  G a t  the
tim e th a t  th e  lower v o ic e  moves to  th e  B, on the th i r d  b e a t .
Larguetto
Ü J. ,-'3 - r
JL ;
Example 77 . C an a le s , Duos v n . v a . . Duo V, 1 s t movement, 
b a rs  1-4
Perhaps th e  most I n te r e s t in g  s e t  o f p ro g re ss io n s  o ccu rs  
in  a l a t e r  s e c tio n  o f th e  same movement quoted In  Example 77 . 
The m a te r ia l  quoted In  Example 78 I s  taken  fo llo w in g  a modula­
t io n  to  E^ m a jo r, th e  r e l a t i v e  m ajor o f th e  to n ic .  In  b a r one
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o f Che exam ple, a  t r a n s ie n t  m odu la tion  to  ^  major (dom inant o f 
E^) has a lre ad y  o c c u rre d . Note in  bar two th e  N eap o litan  s ix th  
£^"E**(G^) fo r  th e  f i r s t  two b e a ts  o f  th e  b a r ,  and fo r  th e  l a s t  
b e a t ,  in  th e  lower v o ic e ,  th e re  i s  an im plied  le ad in g -to n e  
t r i a d  w ith  th e  p resence  o f  th e  A n a tu ra l  on the l a s t  s ix te e n th  
no te  o f th e  b a r .  The B^-D chord  on th e  f i r s t  b e a t o f th e  n ex t 
bar im p lie s  a r e tu rn  to  B^ m a jo r, bu t by th e  end o f th e  b ar i t  
becomes th e  dcnainant sev en th  o f  E ^ . However, th e  r e s o lu t io n  i s  
a r e tu r n  to  th e  f l a t  s u p e r to n ic ,  p ro g re s s in g  again  to  and 
th e  second tim e m odulating  to  E^ m inor (b a r  s ix  o f th e  exam ple).
(Larguetto)
J  L U E
I
I
Example 78 . C an a les, Duos v n . v a» . Duo V, 1 st movement, 
b a rs  17-23
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. ^
In  th e  n ex t bar th e  G_ i s  changed to  a  G n a tu r a l ,  and th e  move­
ment co n tin u e s  in  ^  m a jo r. A d i f f e r e n t  a n a ly s is  would suggest 
th a t  th e  e n t i r e  passage  i s  in  E_ m inor-^najor w ith  th e  fo llow ing  
chord p ro g re s s io n  ta k in g  p la c e ,  one chord change p e r bar*
These Duos by C anales p re s e n t some v ery  in te r e s t in g  
co m positional d e v ic e s . They a re  q u i te  o r ig in a l  in  scope and 
a re  w e ll w r i t te n  f o r  s tr in g e d  in s tru m e n ts . These p ie c e s  share  
c e r ta in  q u a l i t i e s  w ith  th e  com positions to  be examined n e x t; 
f u r th e r  comments, th e r e f o r e ,  a re  made a t  th e  co n c lu s io n  o f 
th e  fo llo w in g  d is c u s s io n .
S e is  due tos ( f o r  two v i o l i n s ) ,  by C an a le s , M anuel.
T h is  m an u scrip t h as  no d a te  and c o n s is ts  o f s ix  d u e ts  
fo r  two v i o l i n s .  The movements, m e te rs , and keys a re  as 
fo llo w s:
I  M oderato, 2 /4 ,  G m inor IV A lleg ro  m oderato , 4 /4 ,  G
Amoroso, 3 /4 ,  A ndantino amoroso, 3 /8 ,  C
Rondo, 2 /4 ,  G m inor M inuet, 3 /4 ,  G
I I  A l le g r e t to ,  3 /4 ,  C V A lle g ro , 3 /8 ,  F
L a rg u e tto , 6 /8 ,  F A ndantino amoroso, 2 /4 ,  D
M inuet, 3 /4 ,  C m inor
Rondo a l le g r o ,  * ,  F
I I I  A l le g r e t to ,  3 /8 ,  D
Amoroso, 2 /4 , G VI M aestoso, 4 /4 ,  B ^
Rondo, 2 /4 ,  D L a rg u e tto , 3 /8 .  B
M inuet, 3 /4 ,  B^
One p o s s ib le  item  o f  m inor s ig n if ic a n c e  i s  th e  appearance 
o f th e  word "amoroso" a s  a movement t i t l e .  The term  means
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" lo v in g "  o r  " In  a  lo v in g  fa s h io n ."  I f  n o th in g  e l s e ,  th e  t i t l e  
has  rom antic  im p lic a t io n s .  Note th a t  th e  o rd e r  o f  movements and 
key r e l a t io n s h ip s  a re  c o n v en tio n a l f o r  th e  c l a s s i c a l  e r a .  The 
o n ly  e x ce p tio n  i s  th e  key s t r u c tu r e  o f Dueto I .  The m iddle 
movement i s  in  th e  key o f th e  subdominant o f  th e  r e l a t i v e  m ajor 
o f  th e  o th e r  movements.
L ike o th e r  com positions by C an a le s , a  wide v a r ie ty  o f 
form s a re  p re s e n t  in  th e se  d u e ts .  T able  4 i l l u s t r a t e s  a l l  o f 
th e  forms p re s e n t  th e r e in .  Note th a t  a l l  f i r s t  movements.
Form Numbers 1 , 4 ,  and 7 , a re  a  type  o f s o n a ta -a l le g ro  s t r u c tu r e ,  
and Form 7 i s  a " c l a s s i c a l "  s o n a ta -a l le g ro  form , c o n ta in in g  
e x p o s i t io n ,  developm ent, and r e c a p i tu l a t io n .  Second movements. 
Form Numbers 2 , 5 , and 10, a re  b in a ry  form s w ith o u t double b a r s .  
Form Number 2 i s  o f  th e  A——x A——y v a r i e ty ,  and Form 10 i s  a 
s l i g h t l y  expanded v e rs io n  o f  Form 5 . Note th a t  th e se  slow move­
m ents a re  n o t through-com posed, a s  was th e  case  w ith  some o f th e  
slow  movements o f  th e  p reced in g  d u e ts  (se e  T ab le  3 ,  page 224, 
Forms 3 and 5 ) .  The f in a le s  o f  th e  S e is  d u e to s  a re  e i t h e r  m inuets 
o r  ro n d o s . The th re e  ro n d o s . Forms 3 , 8 , and 11 , a re  a l l  t ru e  
ro n d o s , th e  th r e e  d i f f e r in g  from  one an o th er o n ly  w ith  r e s p e c t  to  
number o f them es and key a rrangem en t. The th re e  m in u e ts . Forms 
6 and 9 , a re  th e  c l a s s i c a l  ty p e  o f m inuet and t r i o  a rrangem ent, 
a g a in , d i f f e r e n t  o n ly  w ith  re g a rd  to  key r e la t io n s h ip s .  The 
form s enco u n te red  in  th e se  d u e ts  have been observed  in  th e  two 
o th e r  la rg e  s e t s  o f  com positions by C anales (se e  Table 2 , page 204 
and Table 3 ,  page 224,
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1 A lle g re t to
2 L arg u e tto  
2 Amoroso 
2 L a rg u e tto
3 M inuet 
3 M inuet
A B C D (E F E) 
i - - I I I - - - i » - I I I - - -
A* t r a n s . /d e v .  A (E)
i | | .  V— v a r io u s  i ——
II I -k e y s
A t r a n s .  1 A' A t r a n s .  2
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Form No. Duet No. Movement and T i t l e S tru c tu re  and Key Scheme
7 I I I 1 A lle g re t to 1 A t r a n s .  B C 
1 * i . v —lV—i —V— •11 • O L Ü L  •!
8 I I I 3 Rondo A B A C A
9 IV 3 M inuet m inuet
1 '  î - v  '1 1 ’ V . . I
t r i o
•1 1 ’ L - h i i  ’ 11 • K i i i - Î —  1
10 V 2 Andantino amoroso A B c A B C
11 V 3 Rondo a lle g ro A B A C A 
I " « “V ""« Ï"“ v i * I*
D A 







M elodies f a l l  in to  c le a r  ph rase  s tru c tu re s*  The d iv e r s e -  
n o te -v a lu e  co n cep t, not seen w idely  in  the  Duetos de v io l in  v 
v i o l a , does appear w ith  some frequency in  th e  S e is  d u e to s . Many 
t r a n s i t io n s  a re  used to  connect themes* These g e n e ra lly  c o n s is t  
o f one b ar fragm ents which a re  sequenced or repeated*
The r e la t io n s h ip  between the  two v io l in  p a r t s  p lay s  a 
s ig n i f ic a n t  r o le  in  th e se  duets* P a ra l le l is m , a l t e r n a t io n  o f 
m elodic m a te r ia l ,  melody w ith  accompaniment, and unusual e f f e c t s  
a l l  appear between th e  p a r ts *  The fo llow ing  examples dem onstrate  
th e  ph rase  s t ru c tu re  and the  ways in  which th e  two p a r t s  r e l a t e  
to  one another* In  Example 79 , the  very  c le a r  one-bar opening 
p h ra se , re p e a te d  an o c tav e  lower can be seen , fo llow ed by tw o, 
tw o-bar p h ra se s , a lso  an octave  ap art*  The m a te r ia l  o f th e  b a rs  
th re e  and fo u r i s  an e x te n s io n -e la b o ra tio n  o f th e  opening bars*  
T h is expansion p ro cess  occurs f re q u e n tly  in  them atic  development 
in  many movements* A lso , n o tic e  may be taken  o f th e  ro le  o f the  
second v io lin *  I t  v a s c i l l a t e s  from an accompanimental in strum ent 
to  a melody instrum ent*  In  Example 80, n o te  the  ex ten s iv e  use  of 
p a r a l l e l  th i r d s  in  th e  f i r s t  fou r b a r s ,  bu t a lso  n o te  how the  
c h a ra c te r  o f the  p ie ce  changes in  b a r s ix  w ith  a type o f a n t i -  
phonal arrangem ent between the  p a r ts*  That th re e -b a r  sequence 
i s  a ty p ic a l  s o r t  o f t r a n s i t io n a l  f ig u re  appearing  many tim es in  
th e se  duets*  The p resen ce  of the  f l a t  submediant may a lso  be 
observed  in  b a r ten* Stimmtausch and a l te r n a t io n  o f m elodic 
m a te r ia l  bo th  occur* Exanqple 81 shows Stimmtausch « and a l t e r ­
n a tio n  i s  shown in  b a rs  fo u rtee n  to  e ig h te en  o f Example 83*











Example 79 . C an a le s , S e is  d u e to s» Dueto IV , f i r s t  movement, 
b a rs  1-6
The c le a r  bu t sh o rt p h rases  o f  th e se  d u e ts  have been 
shown in  th e  above exam ples. Long p h ra ses  a re  r a th e r  unconnnon, 
and when they  do occur they  a re  composed o f sequenced o r re p e a te d  
f ig u r e s .
As w ith  o th e r  C an a le s ' p ie c e s ,  th e  harmony employed in  
th e  S e is  duetos i s  r i c h  and v a r ie d .  The m odula tions o u tl in e d  in
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Example 8 0 . C an a les , S e is  d u e to s ,  Dueto I I I ,  2nd movement, 
b a rs  1-12






Example 8 1 . C an a le s , S e is  d u e to s , Dueto I ,  3 rd  movement, 
b a rs  27-31
Table 4 a re  a c le a r  in d ic a t io n  o f  th e  adventuresom eness o f 
Canales* harm onic i n t e n t .  The gamut o f  chrom atic  d ev ices  
appears in  th e se  w orks. Note in  b a r s ix  o f Example 82 th a t  
on th e  f i r s t  b e a t i s  an Im p lied  G m inor ch o rd . On th e  second 
bea t o f  th e  bar th e  d im in ished  t r i a d  B-D-F a p p ea rs , which i s  
th e  le ad in g  tone  o f th e  subdom inant o f G m in o r. A C m inor 
t r i a d  ap p ea rs  b r i e f l y  on th e  f i r s t  e ig h th  n o te  o f th e  fo llo w in g  
b ar and i s  succeeded on th e  second b e a r by th e  lead in g  tone 
d im in ished  seven th  (F^-(A )-C -E^) which re s o lv e s  to  G m inor.
T h is  d im in ished  seven th  chord i s  one o f s e v e ra l  found in  th e se  
d u e ts .
In  Example 83 (b e lo w ), th e  key o f th e  movement i s  D 
m a jo r. A fte r  an opening e ig h t- b a r  p h ra s e , a t r a n s i t i o n  fo llo w s , 
shown in  th e  Z l r s t  b a r o f  th e  exam ple. The chord on th e  f l a t  
subm ediant i s  im plied  in  b a rs  th re e  and fo u r  o f th e  example 
w ith  a B^-D-F chord sounded m e lo d ic a lly  in  u n iso n . A m odulation
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Moderato
Example 82 . C an a le s , S e ls  d u e to s» Dueto I ,  1 s t movement, 
b a rs  1-9
to  A m ajor fo llo w s , so th e  f l a t  subm ediant t r i a d  in  D m ajor 
becomes a N eap o litan  s ix th  in  th e  new k e y . The f l a t  su p e rto n ic  
n o te  p ro g re s se s  to  th e  r a is e d  le a d in g  tone  (a  comnon fu n c tio n )  
in  b a r f iv e  o f th e  exanq>le, and A i s  e s ta b l i s h e d .  At th e  end o f 
b a r t h i r t e e n ,  th e  key i s  s t i l l  A m a jo r. Then, a c y c le  o f f i f t h s ,  
t r a n s ie n t  m odu la tions b e g in s , moving through  A m inor, D m ino r,
6 m a jo r, C m a jo r, and th e n , th re e  b a rs  from th e  end o f  the  
ex an ^ le , th e  expec ted  m odulation  to  F m ajor does n o t o c c u r . 
In s te a d , th e  s c a le  in  th a t  b a r rem ains in  C m ajor ending on an 
F n a tu ra l  w hich, in  co n n ec tio n  w ith  th e  ^  in  th e  upper v o ice  
c r e a te s  an I t a l i a n  s ix th  (w ith o u t th e  f i f t h  o f th e  chord) on th e
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Example 83» C an a le s , S e is  d u e to s» Dueto I I I ,  1 s t movement, 
b a rs  9-28
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r a is e d  subdominant o f  A m a jo r, re s o lv in g  to  th e  dominant o f A. 
(The movement th en  co n tin u e s  in  A .) Both th e  N eap o litan  and 
augmented s ix th  chords were used in  a  c o n v en tio n a l way. In  th e  
second p o r t io n  o f the  movement, th e  f l a t  subm ediant chord i s  
used ag a in  as in  th e  fo u r th  bar o f Example 83 , b u t th e  second 
tim e i t  does n o t p ro g re ss  to  the  r a is e d  le ad in g  to n e , in s te a d , 
rem aining in  th e  o r ig in a l  k ey . T herefo re^  i t  ap p ears  s o le ly  a s  a 
chord on th e  f l a t  submediant and n o t ,  as  th e  l i s t e n e r  m ight be 
lead  to  b e l ie v e ,  as  a N eap o litan  to  a new k e y .
The chord o f th e  N eap o litan  appears  in  a m odulating  way 
again  in  an o th er movement (se e  Example 8 4 ) , The to n ic  i s  G m ajor 
in  Example 84 and a t r a n s ie n t  m odulation  from G to  D o ccu rs  
by means o f th e  E^-G-B^ chord in  bar th re e  o f th e  exam ple.
The f l a t  subm ediant in  G becomes the  N eap o litan  in  D. How-
[A m oroso)
Example 84 . C an a le s , S e is  d u e to s , Dueto I I I ,  2nd movement, 
b a rs  26-30
e v e r ,  i f  th e  e n t i r e  passage  i s  co n sid e red  to  be in  G w ith  no 
m odulation  ta k in g  p la c e , then  th e  f l a t  subm ediant in  bar th re e
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p ro g re s se s  to  th e  le ad in g  tone d im in ished  seven th  o£ th e  
dominant (C^-(E)-G -B^) in  b a r fo u r ,  and then  to  th e  dominant 
o f  G on th e  second b e a t o f th a t  b a r ,  re s o lv in g  to  G a t  th e  end 
o f th e  example*
The f in a l  example o f C an a le s ' i n t e r e s t  in  chrom atic ism  
p re se n te d  h e re  i s  tak en  from th e  same movement as  Example 79 .
In  Bxan^le 85 (below ) th e  to n ic  key o£ G m ajor has a lre a d y  been
(Allegretto moderato)
AM
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Example 85 . C an a le s , S e is  d u e to s .  Dueto IV, 1 s t movement, 
b a rs  21-26
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e s ta b l i s h e d ,  and th e  exaoq>le b e g in s  in  t h a t  k e y . In  b a r tv o  o f  
th e  exany le , th e re  i s  a  t r a n s i e n t  m od u la tio n  to  0 m inor v ia  th e  
f l a t  m ajor m ed ian t in  G becoming th e  f l a t  subm ediant in  D 
( th e  c h o rd ) , which p ro g re s se s  d i r e c t l y  to  th e  lead in g
tone d im in ished  t r i a d  o f D m in o r . In  b a r fo u r  o f  th e  exanq>le, 
th e  chord te m p o ra r ily  becomes a  to n ic  by means o f th e  le a d ­
ing tone  d im in ished  t r i a d  A - ( C ) - ^ .  In  th e  n ex t b a r ,  however, 
th e  ^  chord once ag a in  becomes th e  f l a t  subm edian t, t h i s  tim e 
in  D m a jo r, which i s  a c t in g  as  th e  dm ninant o f G. (The bar 
fo llo w in g  th e  example quoted  c o n tin u e s  in  G m a jo r .)  The E__ in  
th e  l a s t  b a r o f  th e  exany le  i s  a g a in  th e  f l a t  subm ediant, t h i s  
tim e o f G. A d i f f e r e n t  a n a ly s is  o f th e  l a s t  two b a rs  would 
suggest th a t  th e  to n ic  i s  D m a jo r , and n o t G, in  which case  th e  
in  th e  l a s t  b a r would be th e  N e ap o litan  o f D.
T h is  g r e a t  v a r i e ty  of ch ro m atic ism  i s  ty p ic a l  o f C an a le s . 
I t  i s  observed  th roughou t h is  co m p o sitio n s  and would in d ic a te  
th a t  he was th e  m ost s o p h is t ic a te d  o f a l l  th e  S pan ish  com posers, 
a t  l e a s t  w ith  r e s p e c t  to  harm onic v o c a b u la ry . As p o in ted  o u t 
above, some o f h is  v o ic e  le a d in g s  a re  n o t sm ooth, perhaps a 
c o u n te r in d ic a tio n  o f  h i s  s o p h is t i c a t io n .
The g r e a t  c a re  o bserved  by C anales w ith  r e s p e c t  to  th e  
r e la t io n s h ip  o f  p a r t s  i s  e v id e n t in  a l l  o f th e  above exam ples. 
C o u n te rp o in t, though n o t p re s e n t  in  abundance, does o c c a s io n a lly  
appear in  i s o la te d  s p o ts .  No movement i s  e n t i t l e d  Fuga in  t h i s  
s e t  o f d u e ts ,  bu t in  th e  t r i o  o f  th e  M inuet in  Dueto I I  th e re  i s  
a l i t t l e  canon , g iv en  in  the  fo llo w in g  exanq>le:
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Minuetto (Trio) m à gi
É
Example 8 6 . C an a le s , S e is  d u e to s . Dueto I I ,  3 rd  movement, 
"T rio "
The b re v i ty  o£ th e  example ( th e  Im ita t io n  does n o t c o n tin u e ) 
would su g g est o n ly  S tim m tausch, bu t th e  c le a r  p resence  o f th e  
im i ta t io n  in  a homophonie p ie c e  i s  s t r i k i n g .
There seems l i t t l e  doubt th a t  th e  two m an u scrip t d u e ts  
a re  by C an a le s . There i s  g r e a t  c o n s is te n c y  between th e  two 
s e t s  o f p ie c e s  in  every  r e s p e c t .  The C av a tin a s  q u ite  p o s s ib ly  
a re  by C an a le s , a s  a lre a d y  p o in te d  o u t ( s e e  page 2 2 2 ) ,  bu t th e  
ev idence  i s  l e s s  c o n c lu s iv e  fo r  th a t  w ork. Between th e  Opus 
I I I  Q u a r te t te s  and th e  two s e ts  o f  d u e ts  th e re  a re  n o ta b le  
re sem b lan ces . The ty p e s  and v a r i e t i e s  o f  fo rm s, th e  e x ten s iv e  
u se  o f ch rom atic ism , th e  manner o f  w r i t in g  fo r  th e  in s tru m e n ts , 
th e  p h rase  s t r u c tu r e ,  and th e  k in d s  o f m elod ies  which appear 
a s  them es, a l l  appear to  have come from th e  same com poser.
In  a s s e s s in g  C anales a s  a  c l a s s i c a l  composer i t  i s  
e v id e n t th a t  he was w e ll aware o f  th e  m usic o f  h i s  contem pora­
r i e s .  Except fo r  h i s  h e ig h te n ed  u se  o f ch rom atic ism , h is  s ty le
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f a l l s  w e ll w ith in  th e  bounds o f  th e  c l a s s i c a l  e r a .  P o s s ib ly , 
th e  e x te n s iv e  appearance o f  chrom atic ism  was d e riv e d  from 
H aydn 's In f lu e n c e . Only f u r th e r  re s e a rc h  cou ld  bear t h i s  o u t .
I f  I t  came on ly  from C an a le s , he I s  Indeed among th e  most 
o r ig in a l  o f  th e  S panish  com posers.
The Music o f  N ic o la s  Xlxnenez
S ix  Solos f o r  a V io lin  Composed and Humbly D edicated  to
th e  R ig h t H onourable, th e  E a r l  o f  Sandwich, by N ico las  Xlmenez,
were p u b lish ed  by th e  f irm  o f  P e te r  W elcker In  G erra rd  S t r e e t ,
13S t .  A nn 's Soho. The firm  had t h i s  ad d ress  from 1762-1775.
On th e  t i t l e  page I s  l i s t e d  a  s e t  o f  v io l in  so lo s  by O liv e r y 
A sto rga  which were known to  have been p u b lish ed  in  1767 (see  
A ppendix, page 278), th u s ,  i t  can  be assumed th a t  th e  Xlmenez 
p ie c e s  were p u b lish ed  a f t e r  1767 and b e fo re  1775.
The movements, k e y s , and m ete rs  a re  a s  fo llo w s:
I  A lle g ro , 4 /4 ,  G 
A dagio, $ ,  G
P re s to  ma non tro p p o , 2 /4 ,  G
I I  Tempo g lu s to  con e s p r e s s io n e ,  $ ,
A lleg ro  con b r io ,  4 /4 ,
H inueto  amoroso, 3 /4 ,  .
A lle g ro , 3 /8 —A ndante, 3 /4 —A lle g ro , 3 /8 ,  E
I I I  A lleg ro  b r l l l l a n t e ,  $ ,
L argo, 3 /4 ,  E^
A n d a n te . 4 .  B
*^G rove 's. s .v .  "W elcker, P e te r ."
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IV A l le g r e t to ,  2 /4 , D 
A ndante, ÿ ,  A 
A lleg ro  v iv o , 2 /4 , D
V A lleg ro  non tro p p o , 2 /4 ,  F 
L argo , 4 /4 ,  F minor 
M in u e tto , 3 /4 ,  i
VI Largo a s s a i ,  3 /4 —A lleg ro  non tro p p o , 2 /4 , D 
L arg e , 3 /4 ,  D 
G raz io so , 3 /4 ,  D
Note th a t  th e re  i s  l i t t l e  c o n s is te n cy  w ith  r e s p e c t  to  
o rd e r ,  number o f  movements, and key re la t io n s h ip s #  The p ie c e s  
a re  w r i t te n  o n ly  fo r  melody and f ig u re d  bass# The f ig u r e s  them­
s e lv e s ,  i t  can be s ta te d  from th e  o u t s e t ,  a re  n o t com plete; 
many in s ta n c e s  o f  obvious in v e r te d  t r i a d s  b ear no such in d ic a ­
t io n  in  th e  b ass  p a rt#
The v a r ie ty  o f forms in  th e se  p ie c e s  i s  g r e a te r  th an  in  
any o th e r  s e t  o f com positions d iscu ssed  in  t h i s  re p o r t#  F if te e n  
id e n t i f i a b le  s t r u c tu r e s  can be found in  th e se  p ie c e s ,  a s  may be 
seen in  Table 5# S ev e ra l o b se rv a tio n s  can be made concern ing  
t h i s  v a r ie ty  o f  forms# (T ra n s it io n s  and some m odula tions have 
been o m itted  from th e  c h a r t ,  because o f  t h e i r  g re a t  number in  
th e  case  o f th e  fo rm er, and to  make c le a r  th e  o v e ra l l  s t ru c tu re  
in  th e  case  o f th e  l a t t e r # )  Note th a t  Form Numbers 1 to  6 a re  
a l l  a s o r t  o f s o n a ta -a l le g ro  d e s ig n , co n ta in in g  to  a g r e a te r  o r 
le s s e r  e x te n t a l l  th e  e lem en ts a s so c ia te d  w ith  t h i s  s tru c tu re #  
A lso , i t  may be observed  th a t  a l l  f i r s t  movements a re  in  t h i s  
c a te g o ry , and th a t  two second, and one th i r d  movement, a re  too# 
The f i r s t  movement o f  Solo VI i s  th e  o n ly  movement encoun tered
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1 A lleg ro  
1 A lle g re t to
3 P re s to  non troppo  
2 Allegro con brio
1 A lleg ro  b r l l l l a n t e  
1 A lleg ro  non troppo
1 Tempo g lu s to
2 Adagio
1 L argo-A llegro






cadenza a  B 
* in t r o d .
slow
* in t r o d .  A B




A A ( B C D )
A Adagio 






















































4 A llegro-A ndante» 








S tru c tu re  and Key Scheme
A « — X  A - « - y
I -----V I ------- —
A  B A
m inuet t r i o
I* 1 —V *1* V—ï  *1* v i —I I I  *11* I I I —v i
A  B  C  D A
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A  B  C A* B* D
I * %— — — A  % l l %  y m m m m m m m ^
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Theme and v a r ia t io n s  
m inuet
A  11 B
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w ith  a slow in tro d u c tio n  in  a s o n a ta -a lle g ro  form (Form Number 6 ) ,  
Note th a t  Form 5 a ls o  has an in tro d u c t io n .  That movement i s  a 
slow movement and c o n ta in s  a c a d e n z a -lik e  open ing . The f i r s t  
movement o f Solo I I ,  Form Number 4 , c o n ta in s  an in te r e s t in g  and 
unique d e v ic e . Observe th a t  in  th e  p a r t  o f th e  movement c o r r e s ­
ponding to  th e  developm ent s e c t io n  th e re  i s  th e  in tro d u c tio n  of 
new m a te r ia l— in  i t s e l f  no t u n u su a l—which i s  marked in  a slow er 
tem po. Very l ik e ly  t h i s  dev ice  i s  r e p re s e n ta t iv e  o f empfindsamer 
S t i l  be ing  used by Xlmenez. (A pparen tly  Xlmenez was q u ite  aware 
o f Em pfindsam keit; i t  ap p ears  in  o th e r  ways* See below .) Form 
Number 8 d i f f e r s  from Number 7 o n ly  by th e  absence o f th e  double 
b a r and th e  lack  o f th e  same cadence a t  th e  end o f each s e c t io n .  
Form 12 i s  v e ry  s im ila r  to  Form 8 . These a re  bo th  slow movements. 
None o f th e  m in u e ts . Form Numbers 10 and 15, a re  in  th e  c l a s s i c a l  
m inuet and t r i o  s t r u c tu r e .  Form Number 13 i s  a d i f f e r e n t  a rra n g e ­
m en t, th e m a tic a lly , ^ f  Form Number 8 . The th i r d  movement o f  Solo 
V I, Form Number 14, i s  re m in isc e n t o f  th e  baroque concept o f a 
dance d o u b le . The theme i s  b in a ry  form in  two re p e a te d  s e c t io n s .  
F ollow ing th e  f i r s t  s ta tem en t o f th e  theme the in s t r u c t io n  "D.C. 
i l  Basso" i s  found, and th e n , w r i t te n  o u t a re  f iv e  v a r ia t io n s  fo r  
th e  v io l in  a lo n e  which a re  in ten d ed  to  be harm onized by th e  same 
b ass  each tim e . The form o f theme and v a r ia t io n s  has appeared in  
v e ry  few o th e r  works in  th e  Spanish  chamber music r e p e r to i r e ;  
theme and v a r ia t io n s  w ith  t h i s  sco re  arrangem ent has appeared  In  
one o th e r  com position  (s e e  page 119).
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Perhaps more th an  any o th e r  s e t  o f  p ie c e s ,  th e se  so lo s  
by Xlmenez dem onstra te  th e  d iv e r se -n o te -v a lu e  id e a . In  v i r t u a l l y  
every  movement n o te  v a lu e s  from whole n o te s  to  th ir ty -s e c o n d s  
a p p e a r , g e n e ra lly  in  c lo se  p ro x im ity . The p e r io d ic  a sp e c t o f  
th e  m usic seems to  be a f f e c te d  by t h i s .  Some themes a re  c le a r ly  
p e r io d ic ,  and o th e r s ,  e s p e c ia l ly  th o se  w ith  wide ran g in g  n o te  
v a lu e s ,  seem le s s  so . F req u en t pauses do n o t appear a s  r e g u la r ly  
in  th e s e  p ie c e s  a s  in  o th e r s ,  and th e  ex ten s iv e  use  o f t r a n s i ­
t io n a l  m a te r ia l  sometimes makes i t  d i f f i c u l t  tc> d is t in g u is h  one 
p h rase  from a n o th e r .  At tim e s , p h ra se s  seem to  run  to g e th e r ,  
c r e a t in g  a p e c u l ia r  type  o f  q u a s i-F o rtsp in n u n g  e f f e c t .
Allegro
£
Example 87 . Xlmenez, N ., S o lo s , Solo 1 , 1 s t movement. 
B ars 1-8 ( v io l in  p a r t  on ly)
Observe in  th e  above example th e  d iv e r s i ty  of n o te  v a lu e s , th e  
p re sen ce  o f duple and t r i p l e  su b d iv is io n s  o f th e  b e a t ,  and th e  
la c k  o f c le a r  p h rase  s t r u c tu r e .  One m otive lead s  d i r e c t ly  in to  
a n o th e r . In  th e  fo llo w in g  exam ple, fc r  th e  f i r s t  e ig h t  b a r s ,  
p h ra se  s t r u c tu r e  i s  q u i te  c l e a r .  In  bar n in e , a t r a n s i t i o n  b eg in s.
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Example 88 . Xlmenez, N . ,  S o lo s ,  Solo I ,  3 rd  movement, 
b a rs  1-22
Note th e  use  o f sequenced , d o u b le -s to p  s c a le s  through  b ar 
fo u r te e n . In  th a t  b a r ,  a  new p a t te r n  c o n s is t in g  o f a rp e g g ia te d  
f ig u r e s  b eg in s  and i t  i s  re p e a te d  and sequenced . Both th e  doub le- 
stop  s c a le s  and th e  a rp e g g ia te d  f ig u r e s  a re  t r a n s i t i o n a l  m a te r ia l ,  
but t h e i r  in d iv id u a l c h a r a c te r s  a re  q u ite  d i f f e r e n t .  Note th a t  
th e se  two p a t te r n s  a re  im m ediately  a d ja c e n t ,  perhaps ano ther 
a ttem p t a t  empf indsam er S t i l . T h is  dev ice  i s  r e f e r r e d  to  as  
* 'c h a n g in g -tra n s itio n s"  by th e  w r i te r  and ap p ears  se v e ra l tim es 
in  th e se  S o los by Xlmenez. The d iv e rs e -n o te -v a lu e  concept i s  
l e s s  obvious h e re ,  though p re s e n t to  some degree n o n e th e le s s .
In  ttie  l a s t  bar o f th e  exam ple n o te  th e  r a p id  s t r in g  changes 
demanded o f  th e  v i o l i n i s t .  T h is  v i r tu o s ic  w r i t in g  approaches 
th a t  o f  N icolo  P ag an in i (1782-1840) in  h is  C a p r ic e s .
The q u a s i-F o rtsp in n u n g  id ea  i s  more c le a r ly  seen in  th e  
fo llo w in g  exam ple, which i s  ta k en  from a movement resem bling  
p e rp e tu a l m o tion . Though th e re  i s  ph rase  s t r u c tu r e  by v i r tu e  o f
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th e  r e p e t i t i o n  o f th e  fo u r -b a r  p a t t e r n ,  th e  g e n e ra l ing»etus 




Example 89 . Xlmenez, N ., S o lo s ,  So lo  I I ,  4 th  movement, 
b a rs  1-12 ( v io l in  p a r t  o n ly )
Slow movements have more i n t r i c a t e l y  w r i t t e n  m elod ic  
l i n e s ,  i . e . ,  th ey  a re  h ig h ly  ornam ented* C ad en za-lik e  p assag es  
a re  common in  th e se  movements ( s e e  Example 90)* Note in  th e  l a s t  
b a r th e  f r e e  rhythm  g iv en  to  th e  ch rom atic  ru n .  (The to  
in  t h i s  passage  i s  s u re ly  a p r i n t e r ' s  e r r o r . )  C ad en za-lik e  
p assag es  e x i s t  in  s e v e ra l  o th e r  movements* B esides th e se  w r i t te n  
cad en zas , n e a r ly  a l l  movements have s p e c i f ic  p la c e s  where impro­
v is e d  cadenzas a re  to  be in s e r te d *  T h is  i s  in d ic a te d  by one o f 
two ways: (1 )  a fe rm a ta  above n o te s  in  b o th  p a r t s  w ith  th e
a b b re v ia tio n  "cad*" in s e r te d  in  th e  m u sic , o r  (2 ) a fe rm ata  in  
both  p a r t s  over a to n ic  s ix - f o u r  chord w ith  no o th e r  in d ic a tio n *  
Cadenzas g e n e ra l ly  come a t  o r  n e a r th e  end o f a movement, a lth o u g h
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Example 90 . Xlmenez, N .,  S o lo s» Solo 111, 2nd movement, 
b a rs  i - l 3
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some movements have in d ic a t io n s  fo r  two s e p a ra te  cad en zas , one 
n ea r th e  en d , and one J u s t  p r io r  to  th e  f i r s t  double bar# The 
two fo llo w in g  exam ples dem onstrate  th e  manner in  which cadenzas 






Example 91» Ximenez, N«, S o lo s , Solo 111, 2nd movement, 
end o f p ie ce




Example 92# Ximenez, N#, S o lo s , Solo 1 , 3 rd  movement, 
b a rs  93-96
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Some f a s t  movements have e s p e c ia l ly  long t r a n s i t io n s  
w ith  th e  c h a n g in g - tra n s it io n s  concept* Example 93 dem onstra tes  
one o f  th e se  long t r a n s i t io n s  and , in  a d d i t io n ,  a  p e c u lia r  s o r t  
o f  q u a s i-F o rtsp innung  c re a te d  by th e  la ck  o f  c le a r ly - d e l in e a te d  
sh o r t ph rases*  Note th e  ex trem ely  long p h ra s e s , th e  wide range
Allegro vivo
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Example 93. Ximenez, N ., S o lo s ,  Solo IV . 3 rd  movement, 
b a rs  6-31
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o f n o te  v a lu e s , and th e  ab ru p t change In  m elodic s ty le  from one 
group o f b a rs  to  a n o th e r , th e  c h a n g in g - tra n s i t io n s .  The l a s t  
tw elve b a rs  o f  th e  example approach th e  baroque concep t o f 
F ortsp innung  w ith  a co n tinuous developm ent o f one o r  two m elodic  
frag m en ts .
The harmony observed  in  th e se  So los i s  g e n e ra l ly  d ia ­
to n ic ,  w ith  o c ca s io n a l u ses  o f ch rom atic ism . As can be seen in  
th e  above exam ples, normal fu n c tio n a l  harmony i s  employed w ith  a  
r e l a t i v e l y  slow harmonic rhythm , which a t  tim es becomes f a s t e r .  
Cadences a re  u s u a lly  o f th e  type seen  in  Example 94 . At the
^Presto ma non troppo)
~à— I
Example 94. Ximenez, N ., S o lo s , Solo  I ,  3 rd  movement, end 
o f  movement
ends o f some movements, fo llo w in g  th e  s tro n g  cadence to  th e  
to n ic ,  a ra p id  su ccess io n  o f ton ic-dom inan t p ro g re s s io n s  ta k es  
p la c e , f i n a l ly  ending on th e  to n ic  t r i a d ,  t h i s  u s u a lly  being  
re p e a te d  w ith  th e  fo llo w in g  rhythm ic fo rm ula: J T] J 
(se e  Example 9 5 ) . In  most o f th e  movements c o n ta in in g  two





Example 95 . X im enez, N .,  S o lo s . Solo IV, 1 s t movement, end 
o f movement
re p e a te d  s e c t io n s ,  th e  approach  to  th e  cadences a t  th e  end of 
each  s e c tio n  i s  i d e n t i c a l  in  b o th  v io l in  and b a ss  p a r t s ,  
e x cep t fo r  th e  n e c e s sa ry  key change.
Chrom atic p a s sa g e s  o ccu r s p a r in g ly . In  th e  fo llow ing  
exaiq>le n o te  th e  a scen d in g  ch rom atic  bass l in e  w ith  th e  accom­
panying harm onic and m elod ic  sequence, and th e  t r a n s ie n t  modu­
l a t io n s  which o ccu r in  p ro g re s s iv e ly  ascending  whole s te p s  
beg in n in g  in  th e  key  o f  C m a jo r . In  th e  3 rd  movement o f Solo I  
a c y c le  o f f i f t h s  p ro g re s s io n  i s  found in  a s s o c ia t io n  w ith  a 
sequence o f sev e n th  ch o rd s  ( see  Exanq>le 9 7 ) . (T h is  passage  i s  
n o t c o n sid e red  a s  a  s e r i e s  o f  t r a n s ie n t  m o d u la tions because 
th e  r e s o lu t io n  o f each  dom inant i s  to  an o th er sev en th  cho rd , so 
th e re  i s  no sense  o f  re p o se  u n t i l  th e  end of th e  exam ple.) A 
r a r e  example o f a N e a p o lita n  s ix th  i s  seen in  Exanple 98. Note 
th a t  th e  t r i a d  on th e  f l a t  super to n ic  in  bar th re e  i s  approached 
from a m inor subdom inant and p ro g re s se s  to  a le ad in g  tone 
d im in ished  sev en th  c h o rd .
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Example 96* Ximenez, N*, S o lo s , Solo I ,  1 s t  movement, b a rs  
84-88 ( v io l in  p a r t  reduced)
(Presto ma non troppo)
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Example 97* Ximenez, N ., S o lo s , Solo I ,  3 rd  movement, 
b a rs  42-45
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Tempo guisto con espresslone
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r
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Example 98. Ximenez, N ., S o lo s ,  Solo I I ,  1 s t movement, 
b a rs  33-36
A m ost d is t in g u is h in g  c h a r a c te r i s t i c  o f t h i s  m usic i s  
th e  t r u l y  v i r t u o s ic  w r i t in g  fo r  the  v i o l i n .  S im ila r  d ev ices  to  
th e  ra p id  s t r in g  changes no ted  in  Example 88 appear in  o th e r  
movements; d o u b le -s to p s  appear n o t in f r e q u e n tly , a s  a lre ad y  
p o in te d  o u t in  Example 88 , and a s  can be seen in  Examples 92,
93, and 98. These quoted examples o f d o u b le -s to p s  a re  te c h ­
n ic a l ly  v e ry  demanding y e t a re  w e ll w r i t te n  fo r  th e  in s tru m e n t.
I t  i s  e v id e n t th a t  Ximenez was h im se lf a v i o l i n i s t .  A pparen tly  
t h i s  m usic was no t in ten d ed  fo r  am ateu rs ' u s e ; th e  la rg e  number 
o f cadenzas i s  a f u r th e r  in d ic a tio n  th a t  th e  p ie c e s  were in tended  
fo r  an advanced p e rfo rm er. Of a l l  th e  Spanish  chamber music 
exam ined, th e se  S o lo s  by Ximenez a re  th e  most te c h n ic a l ly  
demanding on the  p a r t  o f  th e  p e rfo rm er.
The s ty le  o f N ico las  Ximenez, fo r  th e  most p a r t ,  adheres 
to  th a t  o f th e  l a t e  e ig h te e n th  c e n tu ry . The ab ru p t mood changes 
observed so f r e q u e n t ly ,  perhaps more than  any th ing  e l s e ,  p o in ts
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to  h is  aw areness o f empfindsanxer S e l l .  D ia to n ic  harm onies» 
homophonie te x tu re »  and long t r a n s i t i o n s  a re  a l l  earm arks o f 
th e  C la s s ic a l  Period* C h a n g in g - tra n s itio n s  a re  a Ximenez 
c h a r a c te r i s t i c  n o t observed  in  th e  m usic o f o th e r  composers* 
The o c ca s io n a l la ck  o f c le a r  p h rase  s t r u c tu r e —th e  q u a s i-  
F o rtsp innung  p ro c e ss— is  a ls o  a  t r a i t  o f Ximenez en^loyed in  a 
s l i g h t ly  d i f f e r e n t  way from o th e r  S panish  com posers, such as 
Herrando (se e  page 92)*
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CHAPTER VII _
SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS
That th e re  were composers o f Spanish b i r t h  in  th e  
e ig h te e n th  c en tu ry  who w rote chamber music has been w ell 
e s ta b l is h e d  and documented. S ev e ra l o f them ach ieved  fame in  
t h e i r  own tim e , bo th  as  perfo rm ers and as com posers. To what 
e x te n t th e i r  m usic was p opu lar and perform ed in  th e  e ig h te e n th  
c e n tu ry , b o th  in s id e  and o u ts id e  o f S p a in , has no t been e n t i r e ly  
determ inable, bu t i t  appears c e r ta in  th a t  t h e i r  m usic h e ld  some 
i n t e r e s t ,  i f  fo r  no o th e r  re a so n , because o f the  b u lk  o f m usic 
th a t  was p u b lish e d , p r im a r i ly  o u ts id e  o f S p a in . W ith in  S p a in , 
noblemen and k in g s  fo s te re d  th e  p lay in g  of chamber m usic and 
c re a te d  a demand fo r  i t s  co m position . A lthough the  d a ta  a re  no t 
e n t i r e ly  c o n c lu s iv e , i t  appears th a t  th e  p resence  o f so many 
I t a l i a n s  in  Spain  n e i th e r  helped  nor h in d e red  th e  S pan ish  com­
p o s e r s .
An assessm ent o f th e  q u a l i ty  o f the  m usic can be both
o b je c t iv e  and s u b je c t iv e .  A ll o f  the  composers borrowed h e a v ily
from th e  techn ique  o f th e i r  European co n tem p o raries , but some,
in c lu d in g  H errando, Antonio S o le r ,  and e s p e c ia l ly  O liv e r y
A storga and C an a le s, employed a g re a te r  degree o f o r ig i n a l i t y  in
th e i r  work. Some com positions by th e  P la  b ro th e rs  a re  very
in te r e s t in g ,  bu t o th e rs  a re  t r i t e .  T his in c o n s is te n c y  m ight be
269
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a t t r i b u t e d  to  th e  f a c t  th a t  d i f f e r e n t  F la  b r o th e r s ' m usic was 
examined in  t h i s  p a p e r ,  b u t s in c e  t h e i r  in d iv id u a l i ty  cannot 
be d e te rm in ed , m ean ingfu l d is c r im in a tio n s  among th e  v a rio u s  
com positions a re  n o t p o s s ib le .  From a s u b je c tiv e  v iew p o in t, 
th e  m usic o f  O liv e r  y A sto rg a , C an a le s , and A ntonio S o le r  p ro ­
v id e s  th e  g r e a te s t  enjoym ent to  b o th  th e  l i s t e n e r  and th e  p e r ­
fo rm er.
C o n sid e rin g  th e  co n q w sitio n a l t r a i t s  o f  t h i s  music 
r e l a t i v e  to  th e  g e n e ra l  s ty le  o f th e  C la s s ic a l  P e r io d , se v e ra l 
o b s e rv a tio n s  may be made. The b a s ic  a sp e c ts  o f s ty le  a s  d e sc rib e d  
in  C hap ter V appear In  most o f th e  c o m p o sitio n s . In  t h i s  r e g a rd , 
th e  m usic by th e  S pan ish  composers i s  " c l a s s i c a l , "  In d iv id u a l 
d iv e rg en ces  were n o ted  th roughou t t h i s  r e p o r t  bu t th ey  do n o t 
c o n s t i tu te  th e  fundam ental b a s is  o f  any one s t y l e .  In f lu en ce  
from th e  Baroque P e rio d  was no ted  in  a few works end in  th e se  
p ie c e s  b o th  baroque and c l a s s i c a l  t r a i t s  can be seen .
The form s encoun tered  in  th e se  conq>ositions g e n e ra lly  
fo llo w  th e  s t r u c tu r a l  o u t l in e s  o f  contem porary European m usic . 
B inary  fo rm s, w ith  v a ry in g  th em atic  a rrangem en ts , by f a r  exceed 
a l l  o th e r  c a te g o r ie s .  True s o n a ta -a l le g ro  form i s  found in  se v e ra l 
works and many movements d i f f e r  o n ly  s l i g h t ly  from t h i s  s t r u c tu r e .
Most o f th e  composers chose p r im a r i ly  d ia to n ic  harm onies 
w h ile  o th e r s  were a t  tim es more ven turesom e. Only one coagioser, 
C an a le s , u sed  an e x te n s iv e  ch rom atic  v o cab u la ry . Key schemes 
w ith in  and among movements a re  g e n e ra l ly  co n v en tio n a l and the
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ch o ice  o f keys a d h e res  to  th e  e ig h te e n th -c e n tu ry  p r a c t ic e  o f n o t 
more th an  fo u r sh a rp s  o r  f l a t s  in  th e  s ig n a tu re .  G en era lly  
sp eak in g , th e  p e rcen tag e  o f to n ic  m inor keys i s  r e p re s e n ta t iv e  
o f th e  p e r io d .
The degree  o f S pan ish  n a t i o n a l i s t i c  in f lu e n c e  i s  an 
item  th a t  cou ld  be th e  s u b je c t o f f u r th e r  in v e s t ig a t io n ;  i t s  
p re sen ce  in  th e  m usic was n o t a s  e x te n s iv e  as m ight have been 
e x p ec te d . P erhaps w ith  a d d i t io n a l  study  o f  e ig h te e n th -c e n tu ry  
S pan ish  popu lar m usic more s u b tle  in f lu e n c e s  cou ld  be d e te c te d .
S ev e ra l com posers employed th e  term  fuga  as a  movement 
t i t l e .  These movements have in  common o n ly  an a l i a  b reve  m eter 
and th e  tendency to  move in  h a lf  n o te s .  Only th e  Fuga by 
C anales and th e  A l le g r e t to  en fuga by S o le r  show more th an  one 
o r  two b a rs  o f  im i ta t io n .  J u s t  what s ig n if ic a n c e  th e  t i t l e  
h e ld  fo r  th e  com posers and why a l l  o f  th e  fu g as  were in  b in a ry  
m eter i s  u n c le a r .  T h is  cou ld  se rv e  as  an item  of f u r th e r  
s tu d y .
A "S p an ish  s c h o o l  o f  com position" un ique and d i f f e r e n t  
from a l l  contem porary composers c le a r ly  d id  n o t e x i s t .  In  a 
g e n e ra l way, i t  canno t even be a b so lu te ly  s a id  th a t  th e  S panish  
composers had a common co m p o sitio n a l s t y l e .  The sh ared  ch a rac ­
t e r i s t i c s  a re  p r im a r i ly  th o se  o f contem porary I t a l i a n  and German 
com posers.
The way to  fu tu re  re s e a rc h  has been spawned h e re .  
In v e s t ig a t io n s  o f a b io g ra p h ic a l n a tu re  may and need to  be
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conducted ; perhaps o th e r  S pan ish  composers o f  chamber m usic may 
be d isc o v e re d . C le a r ly , th e  exam ination  o f more m usic i s  a lso  
n e c e s sa ry ; works whose lo c a t io n s  a re  known (a s  g iven  in  th e  
Appendix) may serve  a s  a p o in t o f  d e p a r tu re  fo r  a d d it io n a l  
e x p lo ra t io n .  In  a d d i t io n ,  a tte m p ts  to  lo c a te  th e  com plete 
r e p e r to i r e  a re  e s s e n t ia l  b e fo re  a thorough study can be made.
A l a s t ,  s ig n i f ic a n t  p o in t i s  t h a t  a  new, le g it im a te  r e p e r to i r e  
o f chamber m usic i s  a v a i la b le  fo r  p e rfo rm ers . Much o f t h i s  
m usic i s  w e ll s u i te d  fo r  advanced, young p la y e rs  and some, no 
d o u b t, would be a welcomed a d d it io n  a t  any c o n c e r t .
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APPENDIX
ALPHABETICAL LISTING OF SPANISH 
CHAMBER MUSIC COMPOSERS 
AND THEIR WORKS
(N ote: An a s t e r i s k  (* ) in  f r o n t  o f a com position  in d ic a te s  th a t
a  copy o f  th e  work i s  in  th e  w r i t e r 's  p o s se ss io n ; a 
q u e s tio n  mark (? )  fo llo w in g  th e  word m an u scrip t (m s.) 
in d ic a te s  u n c e r ta in ty  i f  th e  com position  i s  p u b lish ed  o r 
in  m anuscrip t fo rm .)
Almeyda (A lm eida),  C arlo s  F ran c isco  ( f l .  l a s t  q u a r te r  18th  c e n tu ry )
S ix  q u a tu o rs  pour deux v io lo n s ,  a l to  e t  b a s s . Opus I I .
Chez P le y e l ,  1798 
L o ca tio n : A rchivo m u sica l d e l p a la c io  n a c io n a l . M adrid,
Spain
A ra c ia l ,  Diego ( f l .  m id - lS th  c en tu ry )
Due g u i n t e t t e t i  p e r  s e re n a ta  a due v i o l i n i ,  due v io le  e 
v io le n c e l lo , R ic o rd i 
L o ca tio n : L ib ra ry  o f C ongress, W ashington, D.C.
Quarentayocho v a ls e s  v a r ia d o s  para  v i o l i n , R ic o rd i 
L o ca tio n : unknown ( c i t e d  in  P e d re l l ,  D ic c io n a r io . p .  79)
Tre t e r z e t t i  ad uso d i  s e re n a ta  p e r v io l in o .  v io la  e 
c h i t a r r ,  R ic o rd i 
L o ca tio n : unknown ( c i t e d  in  P e d r e l l ,  D ic c io n a r io , p .  79)
B alado , Juan (7-1832)
S ln fo n ia  en r e ,  m s. (? )
L o ca tio n : A rchivo m usica l d e l p a la c io  n a c io n a l , M adrid,
Spain
A rchivo de l a  c a p i l l a  r e a l , c a t .  n o . 70, 
M adrid, Spain
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T r io s  p a ra  dos v io l in e s  y c e l l o * ms.
L o ca tio n : A rchivo de la  c a p i l l a  r e a l , c a t .  no . 71 ,
M adrid , S pain
Sonata p ara  v io la  y c e l l o ,  m s.
L o ca tio n : A rchivo de la  c a p i l l a  r e a l , c a t .  n o . 72 ,
M adrid, S pain
C an a le s , Manuel (1747-1786)
S a is  c u a r te to s  a dos v io l in e s .  v io la  y c e l lo  ded icados 
a l  Duque de A lba , Palomino 
L o ca tio n : B ib l io te c a  n ac io n a l»  M adrid, Spain
B ib l io te c a  p r o v in c ia l , T oledo, Spain
* Q u a r te tto s  f o r  Two V io l in s ,  Tenor and B ass , Op. I l l ,
W il l i  N a p ie r , c a .  1785 
L o ca tio n : B ib l io te c a  n a c io n a l , M adrid, Spain
K in g 's  C o lleg e  L ib ra ry , Cam bridge, England
* S e is  due tos ( f o r  two v i o l i n s ) ,  m s.
L o ca tio n : L ib ra ry  o f C ongress, W ashington, D.C.
* Duetos de v i o l i n  y v i o l a ,  ms
L o ca tio n : L ib ra ry  o f C ongress, W ashington, D.C.
* C u a r te to  a dos v io l in e s ,  v io l a ,  y v io lo n c h e llo  sacado
de dos e a v a tin a s  i t a l i a n a s , m s. 1773
L o ca tio n : L ib ra ry  o f C ongress, W ashington, D.C.
Twelve S onatas fo r  F lu te ,  V io la , and B ass,  m s. (? )  
L o ca tio n : unknown ( c i te d  in  A n g les-S u b ira , C a ta lo g o .
3 :220)
Canada, Jo se  ( f l .  l a t e  18th  cen tu ry )
S e v e ra l works p u b lish e d , t i t l e s  unknown
L o ca tio n : unknown ( c i t e d  in  P e d r e l l ,  D ic c io n a r io , p . 281)
Canada, Damaso (7-1849)
S e is  t r i o s  a dos v io l in e s  y v i o l a , p u b lis h e r  unknown, 1793 
L o ca tio n ; unknown (T h is  and fo llow ing  two works c i t e d  in  
P e d r e l l ,  D ic c io n a r io , p .  281)
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S e ls  c u a r te to s  c o n c e r ta n te s  p a ra  v i o l i n ,  oboe, f la u ta »  
v io la »  y v io lo n c e l lo ,  p u b lis h e r  unknown, 1793 
L o ca tio n : unknown
S e is  so n a ta s  p a ra  v i o l i n  y b a lo  de mucha e le c u t io n , 
p u b lis h e r  unknown, 1793 
L o ca tio n : unknown
C ab a lt de A ta ide  y P o r tu g a l ,  Don E nrique ( f l .  l a t e  18 th  cen tu ry )
S e is  c u a r te to s  de dos v io l in e s »  v io la »  y b a lo .  Op. 1 , 
L ib . de C opin, ca» 1790 
L o ca tio n : P r iv a te  c o l le c t io n  o f D r. S t r a h l ,  G iessen ,
Germany
C as tro  y A sc a rte g a , Don B ernardo de ( f l .  m id - ld th  cen tu ry )
S onata  d i  v io l in o  e  b a so » ms»
L o ca tio n ; Work no lo n g e r e x ta n t ( c i t e d  in  Subira^, A lba, 
p .  205)
F e rn a n d ie re , Fernando ( f l .  l a t e  18 th  c en tu ry )
C uaren ta  c u a r te to s  p a ra  g u i t a r r a ,  v i o l i n ,  v io l a ,  y b a lo » 
ms. (? )
L o ca tio n : Unknown (T h is  and th e  fo llo w in g  two works c i t e d
in  S u b ira , H i s to r ia .  p .  4620
Diesyocho o u in te to s  p a ra  dos g u i ta r r a s »  dos v io l in e s .  y 
ba.io.  m s, (? )
L o ca tio n : Unknown
E l ensayo de la  n a tu r a le z a » com prised o f th re e  q u a r te ts  
f o r  g u i t a r ,  v i o l i n ,  f l u t e ,  and bassoon , ms. (? )
L o ca tio n : Unknown
G a x isu a in , Jo aq u in  (1751-1810)
S onata  f o r  Bassoon and C e l lo ,  p u b lis h e r  unknown 
L o ca tio n : A rchivo de l a  c a p i l l a  r e a l ,  c a t .  n o . 606,
M adrid , S pain  
A rchivo m u sica l d e l p a la c io  n a c io n a l . M adrid, 
Spain
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Herrando* Jo se  (Î-1 7 6 3 )
* C aprice  su iv e  d*un theme v a r i e  e t  d ia lo g u e  pour harpe  e t
p ia n o fo r te » Opus Posthumous* p u b lis h e r  unknown 
L o ca tio n : B ib lio th è q u e  n a c io n a l* P a ris*  F rance
* E ig h teen  New S pan ish  M inuets ( in c lu d e s  works by o th e r
com posers) John Johnson* ca# 1750 
L o ca tio n : B r i t i s h  Museum* London* England
* Solo p e r v io l in o  de V c o rd e » ms#* 1754
L o ca tio n : Museum o f th e  Liceo* Bologna* I t a l y  ( l i s t e d
under th e  name "Errando* G iuseppe")
* T res duos nuevos ( f o r  two v io l in s ) *  p u b lis h e r  unknown*
1760
L o ca tio n : B ib l io te c a  n a c io n a l* Madrid* Spain
S e is  t r i o s  p a ra  dos v io l in e s  y b a lo * ms#* 1751 
L o ca tio n ; work no lo n g e r e x ta n t  ( t h i s  and fo llo w in g  
th re e  works c i t e d  in  S u b ira*  A lba* pp# 121 ff)
(tw e lv e ) S onatas p a ra  v i o l i n  y b a jo * ms#* ca# 1750 
L o ca tio n : Work no i.onger e x ta n t
(tw e lv e ) T o cca tas  p a ra  v i o l i n  y b a lo , ms#* ca# 1750 
L o ca tio n : Work no lo n g e r e x ta n t
L ib ro  de d lfe re n te d s  le c c io n e s  p a ra  v io la*  ms#
L o ca tio n : Work no lo n g er e x ta n t
* C la ss iq u e s  E spagnols du v io lo n  ( ta k e n  from S onatas and
T o cca tas  above)* ed# by Jo aq u in  Nin* Max Ëschig* 1927 
L o ca tio n : L o u is ian a  S ta te  u n iv e r s i ty  L ib rary*  Baton
Rouge* La# T h is  work c u r r e n t ly  a v a ila b le  from p u b lish e r#
I r i a r t e *  Tomas de (1750-1791)
S tr in g  Q u a r te ts * ms# (? )
L o ca tio n : Unknown ( c i t e d  in  M itjana*  M usique* 4:2185)
Lidon* Jo se  (1752-1827)
V a ria s  p ie s a s  p a ra  o p o s ic io n e s  de b a jo  e in s t ru m e n t is ta s * 
ms# (? )
L o ca tio n : Unknown ( c i t e d  in  G arc ia  M arcellan*
Reorgan i  r a d o n  * p# 23
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Lope, M lgel de (1752-1798)
Sonata ( f o r  b a sso o n ? ), ms# (? )
L ocation : A rchivo m usica l d e l p a la c io  n a c io n a l# M adrid,
Spain
M en a it, F ran c isco  ( f l#  m id - lS th  cen tu ry )
* Obra harm onica en s e i s  so n a ta s  p ara  v io l in  y balo  (17 5 7 ), 
ed# by Jo se  D onastlo# in tro #  by Josd~ Subir^» M usica 
h lsp a n a # s e r ic  C, M usica de c an a ra # I n s t i tu e  de 
m u s ico lo g ia , 1955-66 
L o cation : L o u is ian a  S ta te  U n iv e rs ity  L ib ra ry , Baton Rouge,
La# T his work c u r r e n t ly  a v a i la b le  from p u b lish e r#
S onatas p a ra  g u i t a r r a ,  ms* ( ? ) ,  ca# 1800
L o cation : Unknown ( c i t e d  in  S a ld o n i, D ic c io n a rio # 4:101.
Mayo, F ran c isco  F e lip e  (1 7 8 9 -?)
S ln fon ia#  p u b lis h e r  unknown, 1815
L ocation : A rchivo m usica l d e l p a la c io  n a t io n a l# M adrid,
Spain
M lnguet e I r o l ,  Pablo (? -1 8 0 1 )
* Modo de ta n e r  to d o s lo s  in s tru m en tes  (c o n ta in s  Fandangos), 
p u b lish e r  unknown 
L o cation : B ib l io te c a  n a c io n a l .  M adrid, Spain
M ison, L u is (?-1766)
S e is  so n a ta s  a f l a u t a  t r a b e r s ie r a  y v io la  o b lig ad a  hechas 
p a ra  e l  Exmo* S r .  Duque de A lba, ms#
L o ca tio n : Work no lo n g er e x ta n t  ( t h i s  and fo llow ing  work
c i te d  in  S u b ira ', A lba# p# 199)
Seaunda p a rte#  o o t r a s  s e is  s o n a ta s # ms.
L ocation : Work no lo n g er e x ta n t
M oreno, F ran c isco  (1746-1836)
Three sym phonies# ms# (? )
L o ca tion : A rchivo de la  c a p i l l a  r e a l # ca t#  nos# 2 .061 -
2#063, M adrid , S pain
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Nonoy José^ (1776-?)
S e v e ra l chamber w orks, t i t l e s  unknown 
L o ca tio n : Unknown ( c i t e d  in  S a ld o n i, D ic c io n a r io . I l l :
394-95)
S in fo n ia  in  F , ms* (? )
L o ca tio n : Archivo de l a  c a p i l l a  r e a l , c a t .  no* 2*100,
M adrid , Spain
O liv e r ,  Juan  (1734-1801) (Because o f th e  co n fu sio n  o f names, th e  
com positions a re  l i s t e d  h e re  on th e  b a s is  o f th e  name 
p r in te d  on th e  m usic i t s e l f . )
T r io s  de dos v io l in e s  y ba.io.  ms*
L o ca tio n : L ib ra ry  o f C ongree, W ashington, D.C*
S e is  a r i e t t a s  ( f o r  s t r i n g s ) ,  ms*
L o ca tio n : L ib ra ry  o f  C ongress, W ashington, D.C*
O liv e r  y A sto rg a , Juan  ( J e a n , John)^
*  S ix  S o natas fo r  Two German F lu te s  o r  Two V io lin s  and B ass . 
Oeuvre 111, p r in te d  by th e  a u th o r , c a .  1767 
L o ca tio n : U n iv e rs ity  o f  Glasgow, Glasgow, S co tland
S ix  so n a te s  a v io lo n  e t  b a s s e . Oeuvre 1 , P e te r  W elker, 1767 
L o ca tio n : B r i t i s h  Museum, London, England
S ix  S o natas  fo r  Two German F lu te s  o r  Two V io lin s  and a B ass.
R obert Brem ner, c a .  1769 
L o ca tio n : K in g 's  C o lleg e  L ib ra ry , Cam bridge, England
B r i t i s h  Museum, London, England
S ix  Sonatas fo r  Two German F lu te s  o r  Two V io lin s  and a B ass.
P re s to n  and Son, c a .  1790 
L o ca tio n : B r i t i s h  Museum, London
Twelve I t a l i a n  Songs and D ucts fo r  V oice and H arpsichord  
w ith  an Accompaniment fo r  a G u ita r . Opera 11, P e te r  W elker, 
c a .  1768
L o ca tio n : B r i t i s h  Museum, London
The f iv e  com positions l i s t e d  under the  name o f Juan (Jo h n , 
Jea n ) and t h e i r  g iven  lo c a t io n s  were c i t e d  in  B r i t i s h  Union 
C a ta lo g u e , 11: 742.
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O liv e r y A sto rg a , Domingo
S o n a tas  p a ra  v io l in  y c e l l o « p u b lis h e r  unknown 
L o ca tio n : Archivo de l a  c a p i l l a  r e a l , c a t .  n o s . 962-967
A rchivo m usica l d e l p a la c io  n a c io n a l
S onatas p a ra  v io la  con accompaniam iento de c e l l o , p u b lis h e r  
unknown
L o ca tio n : A rchivo de la  c a p i l l a  r e a l , c a t .  n o s . 957-961
O liv e r  y A sto rg a , ( n . f . n . )
T rio  in  C.  r e - p u b l ic a t io n ,  S e n a r t ,  1922 
L o ca tio n : BBC Chamber L ib ra ry , London, England
P la ,  Ju an ; P la ,  Jo se ; P la , Manuel ( f l .  3 rd  q u a r te r  o f 18th  c en tu ry ) 
( In  o rd e r  to  f a c i l i t a t e  th e  l i s t i n g  o f  th e  com positions by 
th e se  men, each e n try  i s  num bered. Where works appear in  
m anuscrip t an d /o r in  d u p lic a te  p u b l ic a t io n s ,  th e  d u p lic a te  
e n try  i s  r e f e r r e d  to  by i t s  number. A ll com positions w ith  
no f i r s t  name on th e  t i t l e  page appear f i r s t ,  fo llow ed  by 
works where f i r s t  names have been p r in te d  on t i t l e  p a g e s .)
* (1 ) 5-j« so n a te s  en t r o i  pour deux v io lo n s  e t  b a s s e , M. M iro g lio
L o ca tio n : B ib lio th èq u e  n a c io n a l , P a r i s ,  France
* (2 ) T r i i  a 2 f l a u t i  t r a v e r s i  e b a sso , m s. (C o n s is ts  o f two t r i o s
fo r  two f lu t e s  and b a ss , and one t r i o  fo r  oboe, f l u t e  and 
c e l l o . )
L o ca tio n : K arlsru h e  B adische L a n d e sb ib lio te k . c a t .  n o s .
740-741, K a rls ru h e , Germany
2
* (3 ) S ix  Duets fo r  Two V io l in s . C. and S . Thompson, c a .  1773
L o ca tio n ; B r i t i s h  Museum, London, England
L ib ra ry  o f C ongress, W ashington, D.C.
* (4 ) S ix  S onatas fo r  Two German F lu te s  o r  Two V io lin s  and a B ass .
P e te r  W elker, c a .  1770 
L o ca tio n : B r i t i s h  Museum, London, England
* (5 ) S ix  S onatas fo r  Two German F lu te s  o r  V io l in s , Composed in
a P le a s in g  and A greeable S ty le . Book I ,  R ichard  B rid e , 
c a .  1770
L o ca tio n : H irsch  L ib ra ry , B r i t i s h  Museum, London, England
2
T his and th e  fo llow ing  seven works w ith  t h e i r  lo c a t io n s  in  
th e  B r i t i s h  I s l e s  were c i te d  in  B r i t i s h  Union C ata lo g u e . 2 :678 .
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* (6 ) S ix  S onatas fo r  Two Hoboys and a Bass o r  Two V io lin s  and 
German F lu te s  and a B a s s» appeared  I d e n t ic a l ly  In  d i f ­
f e r e n t  is s u e s  by two d i f f e r e n t  p u b l is h e r s ;  Longman Lukey 
and C o ., c a .  1770 and su b seq u en tly  by Longman and 
B ro d e rlp , vdio s u b t i t l e d  th e  work " 1 s t  s e t"
L o ca tio n : (fo rm er) C a r d if f  P u b lic  L ib ra ry , C a r d if f ,  W ales,
( l a t t e r )  L ib ra ry  o f  C o ngress , W ashington, D.C.
* (7 )  Two F a v o r ite  C oncertos f o r  Two German F lu te s  o r  H autboys. 
Longman and B ro d e rlp , c a .  1780 
L o ca tio n : B r i t i s h  Museum, London, Fngland
(8 )  S ix  S onatas fo r  Two German F lu te s  o r V io l in s ,  e t c .  and a
B ass .  Book I ,  Longman and B ro d e r lp , c a .  1780 (a n o th e r 
e d i t io n  o f # 6 , above)
L o ca tio n : K in g 's  C o lleg e  L ib ra ry ,  Cam bridge, England
(9 ) S ix  S onatas f o r  Two Hoboys and a B ass , o r  Two V io l in s .
German F lu te s  and a B ass . Longman and B ro d e rlp , c a .
1780 (a n o th e r is su e  o f  # 8 ,  above)
L o ca tio n : K in g 's  C o lleg e  L ib ra ry ,  Cam bridge, England
P la ,  ( ? ) ,  and P la ,  (? )
* (1 0 ) S ix  S onatas fo r  Two German F lu t e s ,  V io lin  o r  Hoboy w ith  
a Bass fo r  H arpsicho rd  o r  C e l lo .  J .  H ardy, c a . 1754-60 
L o ca tio n : B r i t i s h  Museum, London
P la ,  Juan  B a u t is ta
* ( l l )  Sechs S onates fu r  zwei Oboen (F lo te n ) .  e d . by W alter 
Leberman, S c h o tt E d i t io n  #5898, B. S c h o tt SUhne 
( id e n t i c a l  r e p u b l ic a t io n  o f  # 5 ,  above)
L o ca tio n : U n iv e rs ity  o f  S o u th ern  M is s is s ip p i  L ib ra ry ,
H a tt ie s b u rg , M is s is s ip p i
T h is  work c u r r e n t ly  a v a i la b le  from p u b lis h e r .
P la ,  M anuelle
* (12) D iv e rtim e n ti a due v i o l i n i , m s. (m an u scrip t copy o f # 3 , 
above)
L o ca tio n : B ib lio te c a  n a c io n a l ,  M adrid , Spain
(13) Sonata No. 3 in  C fo r  Two Oboes and C on tin u o . m s ., Rowe 
L ib ra ry  V .2100, Cam bridge, RW. 19.15^
L o ca tio n : BBC Chamber L ib ra ry , London, England
p .  123.
3
T h is  and th e  fo llo w in g  work c i t e d  in  BBC C ata lo g u e ,
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(14) Sonata No. 6 In  G fo r  Two F lu te s  ( V io l in s ) ,  m s ., Rowe 
L ib ra ry  V .2009, Cam bridge, RV. 5.88 DU28 
L ocation : BBC Chamber L ib ra ry , London, England
de lo s  R io s , F e lip e  ( f l .  l a t e  18 th  cen tu ry )
S onatas p a ra  o rg an o , c lav lch o rd o  o p iano  con accompania­
m iento de v io lo n c e l lo ,  p u b lis h e r  unknown, 1794
L o cation : Unknown ( c i t e d  In G arcia  M arce lla n , C a ta lo g o .
p .  115)
Tres so n a ta s  p a ra  v io l in  y v io la  con accom paniam iento de 
v io lo n c e l lo ,  m s. (? )
L o ca tio n : A rchivo de l a  c a p i l l a  r e a l , c a t .  n o s . 1 .007-
1 .0 0 9 , M adrid , Spain
R iv e s , (B e rn a rd ? ) , ( f l .  c a .  1775) ( n a t io n a l i ty  u n c e r ta in )
S ix  S onates a v io lo n  se u l e t  b a s s e . Opera I ,  W ll l l  N ap ie r , 
c a .  1775
L o cation : B r i t i s h  Museum, London, England
Sanchez G a rc ia , Manuel (1771-?)
Sonata p a ra  b a jo n  con accompaniam iento de v io lo n c e l lo , 
ms. (? )
L o ca tion : A rchivo de l a  c a p i l l a  r e a l .  M adrid , S p a in .
S o leo , M ater (7-1799)
Sonata p a ra  fa g o t con accompaniam iento de v io lo n , m s. (? ) 
L o ca tion : A rchivo de l a  c a p i l l a  r e a l , c a t .  n o . 1.035
S o le r ,  A ntonio (1729-1783)
* S is  q u in te ts  p e r  a In s tru m en ts  d 'a r c  1 orgue o c lav e
o b l lg a t . m s. 1776 
L o ca tion : El E s c o r la l  M onastery , El E s c o r la l ,  Spain
* _________, ed . by R obert G erhard , I n t r o ,  by H lg in io  A ngles,
I n s t i t u t  D 'E s tu d ls  C a ta la n s , 1933 
L o ca tion : L ib ra ry  o f C ongress, W ashington, D.C.
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T e ix id o r ,  Jo se  (? - l8 1 4 )
T r io s  ( f o r  s t r i n g s ) ,  ms. (? )
L o ca tio n : B ib lio te c a  r e a l .  M adrid, Spain
Ugena, A ntonio  (7-1805)
P ie z a  p a ra  fa g o t con accompaniamiento de v io lo n , ms. (? ) 
L o ca tio n : A rchivo de la  c a p i l l a  r e a l , c a t .  no . 1.244
P ie z a  p a ra  examen de trompa con v io l in e s  y b a lo . ms. (? )  
L o ca tio n : A rchivo de la  c a p i l l a  r e a l , c a t .  no . 1.245
Ximenez, A ntonio ( ? - c a .  1810)
T ro is  so n a te  pour v io lo n  avec accompagnement de b a sse .
Op. I I ,V id a l ,  c a .  1780 
L o ca tio n : Unknown ( c i te d  in  Que1len -L ex ico n . s*v .
"Ximenez, A ntonio"
T r io s  fo r  G u ita r , p u b lish e r  unknown, 1790 
L o ca tio n : Unknown ( t h i s  and th e  fo llo w in g  work c i te d  in
S a ld o n i, D ic c io n a rio . IV:150 and IV:375)
Four T r io s  fo r  G u ita r .  V io lin  and B ass, p u b lish e r  unknown, 
1800
L o ca tio n : Unknown
* T ro is  T r io s  pour e u i t a r r e .  v io lo n ,  e t  b a s se , d ed ies  aux 
am ateu rs .  Op. I ,  p u b lish e r  unknown 
L o ca tio n : B ib lio th èq u e  n a c io n a l, P a r i s ,  France
Ximenez, N ic o la s  ( f l .  l a t e  18 th  cen tu ry )
* S ix  So los fo r  a V io lin  D edicated  to  th e  E a rl of Sandwich. 
P e te r  Welker 
L o ca tio n : B r i t i s h  Museum, London, England
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R ichard  X avier Sanchez was born on th e  16th  o f Jan u a ry , 
1942, in  Mexico C ity ,  M exico. At th e  age o f fo u r ,  h i s  fam ily  
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and p layed  v i o l i n  in  th e  u n iv e r s i ty  symphony. Upon g ra d u a tin g  
from c o l le g e ,  Mr. Sanchez e n te re d  th e  U nited  S ta te s  Army, se rv in g  
two y e a rs  a t  F o r t  Leonard Wood, M isso u ri, a s  a  member o f th e  
399 th  Army Band.
Upon h i s  d isch a rg e  from th e  army, Mr. Sanchez e n te red  
L o u isian a  S ta te  U n iv e rs ity  in  Baton Rouge, L o u is ia n a , in  the  
f a l l  o f  1966. T here , he began a course  o f  study  le ad in g  to  the  
M.M. degree in  v i o l i n .  A r e c ip ie n t  o f  an NDEA T i t l e  IV Fellow ­
s h ip ,  Mr. Sanchez con tinued  th e re  tow ards a Ph.D. degree in  music 
h is to r y  and l i t e r a t u r e .  While a t  L .S .U ., Mr. Sanchez served  as 
co n ce rtm aste r o f the  u n iv e r s i ty  symphony, p layed  s e v e ra l r e c i t a l s ,  
and p layed  as  s o lo i s t  w ith  th e  o rc h e s t r a .  He was a lso  a member 
o f th e  Baton Rouge Symphony. In  1969, Mr. Sanchez m arried  th e  
form er Jo lynne H argrave and in  1970, a son , Gregory X av ie r , was 
b o rn .
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A p o s i t io n  o f m u s ic o lo g is t and v i o l i n i s t  became vacan t a t  
th e  U n iv e rs ity  o f S outhern  M is s is s ip p i in  th e  f a l l  o f 1971, and 
H r. Sanchez was awarded th e  p o s i t io n .  The d u t ie s  inc luded  
c o o rd in a tio n  and te ac h in g  m usicology c o u rse s , p lay in g  th e  v io l in  
in  th e  f a c u l ty  s t r in g  q u a r te t ,  and p lay in g  in  th e  u n iv e r s i ty  
o r c h e s t r a .
In  1972, Mr. Sanchez o b ta in ed  a d iv o rce  from h is  w ife  and 
k ep t custody  o f h i s  son , G regory. In  1973, M r. Sanchez was r e ­
m arried  to  th e  form er M argaret M ille r  to  whom a son , G ab rie l 
R ich a rd , was born in  June o f 1975.
Mr. Sanchez co n tin u e s  on th e  fa c u l ty  o f U.S.H . and 
r e s id e s  in  H a ttie sb u rg , M is s is s ip p i .  He i s  a member o f P i Kappa 
Lamda, n a t io n a l  honorary  m usic f r a t e r n i t y ,  and The American 
M u sico lo g ica l S o c ie ty .
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